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KypmeTtTi oKbipmaH!

bi3, OpTanbiK-A3us eHepTaHy KypHanblHbIH KE3EKTi CaHblH 63€epiHi3re
KYaHbILUMNEH YCbIHbIN OTbIPMbI3. }KypHanablH anfalwKbl CaHbl TEK XaHaLWb4bIFbI
eHep canacbl MamaHAapbl MEH OKbIpMaHZap TapanbiHaH Y/IKEH KbI3bIFYLWbINbIK
TyAblpyblHAA FaHa eMec, COHbIMEH KaTap 6i3iH canaaarbl 6iperen dopmatra
60nybl. BacbiNbIMHbIH, TYHFbILW CaHbl GUIOCOPUANBIK HErisagemenep MeH
apxeTUnTiK o6pasgapAblH HETi3iH Kanaylubl TYCIHIiri TakblpbiObl WeHOepiHae
6onbl. }ypHaniblH €KiHLWWi caHbl AoCTYpi XaHe 3amaHayv eHeperi MaHbI3Abl
6anHaay OUCKYPCbiHa CYHMeHe OTbIpbIN KypacTblpbligbl. Byn caHHbIH 6aFbITbIH
dunocodpus TapayblHAaFbI aBTOPAbIH albTEPHATUBTI OMFa KOHbIMAbI pyXaHu
Hemece (aBTOPAbIH K&3KapacbIMEH) «HaKTbl eMeC O1nay Xyneci» epeKLwenirii
yFbIHyFa yMTbinFaH C.M. ®apxagoBaHblH, HaKTbl eMec okniay Kyneci pyxaHu
6iniMHIH 6acTaybl PeTIHAE MaKanacbl anKblHAaWAbl. OHepTaHy Tapaybl XyaH
YXKyHU3SHHbIH Ka3ak epTeri okuranapblHbIH epeKLUIeNiri MakanacbiMeH
6acTtanaabl. ABTOp KasakK epTerinepi, onapiblH KERiNKepsiepi MeH annaxkepiik
CIOXKETI Typasbl KO3KapachblH 6in4ipin, Kadak Keninkepsik anocTtapbiHblIH
KewneHainik MaoeHWeTIH 3epTTey YWiH 6i3re Heri3 6onaTbiHbIH Aonenaenai.

[acTypni knimai 3eptrey 6ombiHWa 3. PaxumoBa lapaHa — 636eK
auenaiepiHiH TbIJICbIM KEHICTIr aTTbl MaKanachblH ycbiHaabl. ABTOp, XIX Fackip MeH
XX KY3XKbIIAbIKTbIH 6acbiHAa YWAEH LWblFapaa YCTi-6acbl MeH 6eTiH GYPKENTIH
opTa a3usiblK anengepait, (636€K, ToxiK) KeH TapaFaH Kellere KMeTiH 6ac Kuimi
napaH»xaHblH 6apblK epeKLWenirii, nanga 60nyblH, CEMaHTUKACbIH, FEHE3UCIH
YKaH aKTbl capanTtanibl.

H. BepKkoBaHbIH, AHUMaLns MaAEHN MYPaHbIH EPEKLLE KYObI/IbIChbl PETIHAE
(pexuccep-aHumartop, T. MyKkaHoBaHbIH yarici 60#bIHIL&) aTTbl MaKanacbiHaa,
MYNbTUMIMKaLUSAaFbl BU3yan bl KOATapFa CEMaHTUKaNbIK Tangay Xypriseai.
ABTOp, aHUMaUMaNblK dunbMaepaeri Keminkepnepain, acanybl MEH con
6enHenepaiH XanblKTblH, MUDONOrUsAbIK MypacbiMeH 6annaHbICTbl LWaFbbICybl
(dEHOMEHIH KapacTbipagpbl.

A. MapToHOBa 63iHiH, KiriTTep »binamanibl: Xupokaaly Kopaaga
dunbmaepiHperi sneymMeTTiK Macese peTiHaeri 6ananap obpassl (eLKiM
TaHbiManabl - 2004; Faxkanbir/ MeH TinenmiH/ — 2011; skere Kapan yi
ecep/ -2013 punbmaepi) TakbIPbINTbIK 3epTTeyiHae 3amaHayun XanoHuara
BUpTyanabl casxaT }acanabl. ABTOP, KOFaM YLUiH MaHbl3abl Macenenepai,
COHBbIH iWiHAe oKe MeH 6ana KapblM-KaTblHACblH }arnoH KMHOCbIHAaFbl HAKTbI
MblcangapmeH ketepegi. M.Apaabuv Ka3ak MaAEHUETIH 3epTTey KEHICTiriH
KbiTaiifarbl Ka3aKTapAblH A9CTYP/i OpblHAAYLWbIIbIK OHEPI (Kynnepai opbiHAay
oHepi) MaKanacbl apKbliibl KEHENTe Tycefi. ABTOpAbl «lepTne Kyn» MEKTEBIHIH,
OpblHAAYLWbIbIK €PEKLUENiKTEePIH, COHbIH, illiHAe KbiTanaarbl Ka3aKTapablH Ky
MYpPacblHbIH, 9/1i TONbIK 3epTTe/IMEreHi TonfFaHablpagsl.

J1. bek6onaTtoBa ©3iHiH bpa3uaunsiHblH CUM@OHUSAIbIK My3bIKacbliHAaFbl
KapHaBaJ MPUHUUMIHIH pepaeKCUSICbI aTTbl 3ePTTEYiH 63re KOHTUHEHT ayMarblHAa
yprizegi. [lereHmMeH, aBTop NOCT-0TapAblK eNAepaeri KannblofeMiaiKk MogeH!
COWKECTEHJIpY TPEHAIH aKbiHAayFa ThipblCcabl.

C.Kbipbik6aeBa, Kanabi6aeBanapabiH JacTyp/i xanblK KMiMiHIH «anem
yAarici 6evHeciHaeri AyHUMeTaHbIMAbIK 6enrinepi» MakanacbliHaa KOCTIOM a11eMiH
yCbIHabl. ABTOpNap, KMiMai MaoeHuU-brUnocodUsnbIK XoHe eHepTaHy acnekTinepi
Heri3iHae KapacTbipagbl.

[. YmapoBa 636eKcTaHHbIH 3aMaHaym CypeT eHepiHAEri STHOMaeHU
EpPEKLUENIKTI anKbliHAay aTTbl eHOEriHAe XXUHaKTanfaH TeHAeHuManapFa wony
*acanabl. ABTOp, ©36eKCTaH CypeT eHepiHae MUPTIK-NO3TUKANbIK Mypara



6annaHbICTbl, 4SCTYPNI XoHEe MHHOBaLUMAIbIK KOPKEM CYpPET KOHUenuuanapbiHa
Heri3genreH peanucTik, paMi3gik-MmeTadopasnblK XoHe WapTTbl-AEKOPaTUBTI
TeHAeHUMsnapablH AaMbln Kefle aTKaHblH atan KepceTeai.

F. AbunbanHa KasaKctaH PecniyimKacbiHAarbl Macc-meauaHbiH AaMybl
MaTepuanbiHaa KasaKkcTaH TeneBuA3MSACbIHbIH TapuXblH KapacTbipagbl.
MakKkanapaa, TeneBU3USAHbIH TyTacTam aKpaHAbIK-6eMHENIK MYMKIHAIMH
nanjanaHraH arganga, acipece, MogeHu-arapTyLWbIbIK TYPFblaa Kacion
Wwebepnik KepiHICiHIH MaHbI3AbINbIFbIH epeKLUle aTtan eTei.

3. McnambaeBa MaaeHU OKWUFaFa CbiHW capanTama 6epeai. Makanaaa,
TatapctaH PecnybnnkacbiHbIH acTaHacbl KasaHaa eTkeH Xll «Haypbi3»
XanblKapanblK GecTuBaniHae KepceTinreH KoMblbiIMAaap KapacTbipbliagbl.

K. N6paeBa MNegarornka tTapayblH YITTbIK My3blKa/lblK OHED — XKaHa facblpAblH
LbIFApMalLLbl/l MHTENIIEKTYa Akl MYFasliM Ty/IFaCbliHbIH JaMy Kypa/ibl MaKanacbiMeH
awagpl. ABTOP, YITTbIK My3blKa 6HEPiH, KOFaMHbIH ASCTYPAI TipeyiH caKTan
KanaTblH Kenin peTiHAe KapacTbipabl.

3. CyntaHranneBa 3THOMaAEHU ABCTYPAi 3epTTey Maceienepi MatepnanbiMeH
My3blKasblK 6iNiM TaKblpblOblH }anfacTblpadbl. ABTOP/bIH, K63KapaCbIMEH,
My3blKa TiJli MBAEHUETTIH epeKLLEe PaMi3AiK WapThl, as, o1 63 Ke3eriHae
nefjarortapfa WolFapmallbliblK TyN1Fanapibl Kanbintactelpy MeH Topbueneyaeri
MaHbI3bl Kypan 60/bin Tabblnagbl.

B. CywaHoBa EyponasibiKk eMec MaeHUET KeHiCTiriHaeri eyponasiblK
My3blKasblK 6i1iM aTTbl MaKanacbiHAa baTbic-LUbIFbiC XyHeciHaeri MageHun
KapbIM-KaTblHac MacenenepiH 3eptrengi. }ymbicta, 6enimaenreH TabbiCTbl
weTengik 6argapnamManap Mbicanfa anbiHaibl XXaHe MOJIEHN CONKECTEHAIPYAIH,
HaKTbl Macenenepi Konblnagbl.

I. CanapranueBa JlaybiC rurmeHachbiH 3epTTey Macesiesiepi MaKanacbiHaa
KocCibu-aHLWinepai AavblHAayaAaFbl ToXXipMbenik macenenepai Kosranaol. ABTOp,
aKTepAiH 63 MYMKIiHAIKTEPiIHE ceHiMAi 60MYbl }oHE TeK LblFapMallblblK
Typasnbl TOfIFaHybIHA XKaF4an acaWTblH AaybICMEH XYMbIC KacaydblH XaH
aKTbl HyCKayblH 6epefi. AnFallKbl peT 6epinreni oTbipraH «PeBlo» TapayblH
Koc aBTopnap K. XanolkoB neH M. ®pelunvnepain Kasak oHe BeHrep
FanbiMAapbIHbIH 6iPNECKEH FbIIbIMU KOOACIHbIH, HOTUXECIHAE KapblK KepreH
MaaeHu anKbiHAbIIbIK: OHepTaHy Macesesiepi YKbIMAbIK MOHOrPadUACHIHbIH
peueH3uschl 6actangbl. ABTopnap, 6acblibiMHbIH, MaHbI3AblNblFbIH «T€aTP CbiHbI,
pexuccypa, cueHorpadus, My3blKasblK TeaTp XaHe caxHa Tifli, aktep webepniri,
nnactuka, 61 epeKLIenikTepiH» eKi enfiH eHepTaHy KoFaMAacTbIFbIH KapacTbipy
apKblibl aTan eTeai.

C. Wknae.a T.K. XXypreHoB aTbiHAafbl Ka3aK YATTblK 6HEpP akageMHUsIChbl
«benHeniey eHepIHiH Tapuxbl MeH Teopusicbl» KapeapacbiHa 20 XKblJl MakanacblHaa
Ka3aKCTaHHbIH XeTeKLWi 6Hep OKY OPHbIHbIH 6ip 66/1iMiHIH KbIBMETiHE
KblCKalla Loy }acanabl. ABTOP, «oHepTaHy» MaMaHAbIFblHbIH «3THOOHEPTaHY»
MaMaHAaHyblHa apHanfaH NoHAepAiH epeKLleniriHe Hasap ayaapaabl.

Hannbl anFaHga, )XypHanbiMbl3ablH aBTopaap reorpadumacbiHbiH KasakcTaH,
©36€eKcTaH, 93ipbanrkaH KaHe YKpauHa, Kbitan, BeHrpus meH bonrapusra
[eniH KeHenreHimeH TyriHaeyre 6onagbl. byn canga, Tasy LWeiFbic, Pecen,
HanoHns meH bpasunnuna engepiHiH eHepiHaeri opTypi acneKTiAeri }oHe ae
MBaJEHUETTEP/IH ©3apa acepi Macenenepi Ketepingi.

PenakumsiHbIH aTblHaH,
K. 3. XanblkoB — 6ac pegaKTtopAblH opbiHGacapbl
0. CopoKMHa — LiblFapbl/ibiM peaaKTopbl
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YBaxkaembie untarenu!

Mbl pagbl npeactaBuTL Bam o4epeHon HoMep LleHTpanbHO-A3naTcKoro
MCKYCCTBOBEAYECKOr0 XypHana. lNepBbln HOMep Bbi3Bas 60/bLLON UHTEPEC

B Kpyrax cneuuanuctoB 1 nobuUTenen MCKYCCTBa He TONbKO 3a CYET HOBU3HbI
U34aHus U YHUKanbHOCTM dopMata A4f1s Halero pernoHa. Ero KpacHowm

NiMHWEN 6blla TeMa OCHOBOMONAraloWmx NOHATUIN, GUIOCOPCKMX OCHOBAHUM

M apxeTunuyeckux o6pa3os. BTopor HOMep ypHana BbICTPOEH C ONOPOM Ha
BaXKHbIM AUCKYPC HappaTnBa B TPaAMLMOHHOM U COBPEMEHHOM UCKYCCTBE.
HanpaBneHHOCTb HOMepa 3agaeT cTaTbs B pasgene «Punocodus» C. M.
dapxafoBon MpUHUMI HEKOHKPETHOIO MbILLIIEHUS KaK MCTOYHUK AYXOBHOIO
3HaHus, B KOTOPOW aBTOp AenaeT NomnbITKY «OCMbICNIEHNUS celndPUKn
anbTePHaTUBHOIO Paccyo4YHOMY AYXOBHOIO MK (B aBTOPCKOM 0603HaYeHMH)
«HEKOHKPETHOro MbllneHus». Pasgen «<McKkyccTBOBeAeHME» OTKPbIBAETCH
cTatben XyaH YKyHU355Ha OCOBEHHOCTH Ka3axCKMX CKa304YHbIX UCTOpMI. ABTOP
npeactaBisieT HaM CBOIO ONTUKY BUAEHUSA KA3aXxCKUX HAPOLHbIX CKA30K, UX
repoEB M CIOXKETHbIX XUTPOCMNETEHUN, AOKa3bIBasi, YTO Ka3axCKUM reponyeckum
anoc gaeT 6a3y 419 n3y4eHus HoMmaanyecKon KynbTyphl. MiccnefoBaHue
TPaAMLMOHHOIO KOCTIOMa npeactaBnsietr cobon matepuan 3. PaxumoBon
MapaHaxa — Marnyeckoe rnpocTPaHCTBO y36EKCKOM KeHLMHbI. ABTOP NOAPOGHO
NOSICHAET BCE HIOAHCbI «reHe3nca, CEMaHTUKKU U BpeMEHU NOSBAEHUS NapaHixu
— 0C060r0 YIMYHOrO rO/I0OBHOIO Xanata cpeiHea3naTCKUX KeHLWMH (Y36e4eK u
TagXKUyeK), pacnpocTtpaHeHHoro B XIX-Havane XX cToneTtus, nog KOTOpbIM OHM
CKpbIBanun CBOM n1La n GUrypbl, BbIXOAA U3 JOMa».

AHanu3s Bn3yalbHbIX CEMaHTMYECKMX KOAOB B MyNbTUMIMKaL MK NPOBOANUTCS
B cTaTbe H. bepKkoBon AHumaums Kak @eHOMEH Ky/bTyPHOIro Hacneans (Ha
npumepe TBopYecTBa pexuccepa-aHumatopa T. MykaHoBo#). ABTOpOM
«paccmaTpuBaeTcs GeHOMEH CO3aHUA U OTPaXKEHUs B aHUMaLUOHHOM
drnbmMe 06pas30B, CBA3AHHbIX C MUPONOrMYECKUM Hacneamem Hapoaar.
BupTtyanbHoe nytewecTtsme B COBPEMEHHYIO ANOHMIO NpeanpuHumaert A.
MapToHOBa B TeMaTM4yeCcKoM uccneaoBanuu lNapHu He naayvyT: o6pa3s geten
KaK coymanbHas npobaema B puibmax Xnpokaasy Kopssga. Ha npumepe
KOHKPETHbIX NPOU3BEAEHUI SMOHCKOrO KUHO aBTOPOM NOAHUMAIOTCS BaXHble
NS YenoBeyecTBa NpPobsieMbl, B TOM YUC/I€ B3aMMOOTHOLLEHHWSA OTLOB U AETEN.

M. Apaabu paclmpsieT NPOCTPaHCTBO UCCEA0BaHUS Ka3axCKOM KynbTypbl B
ctatbe TpagnLUMOHHOE UCIOIHUTENIbCKOE UCKYCCTBO Ka3axoB Kutas (MCKyccTBO
MCMOJIHEHUS KioeB). ABTOpa BOMHYET TOT PaKT, YTO «MCMNOSIHUTENbCKUE
0COBEHHOCTHU KON LWEePTMe KON NOIHOCTbIO elle He UCCneoBaHbl, B TOM YUcne
Hacnegue KIoeB Ka3axoB, MpoxunBatoLmx B Kutae».

J1. Bekb6onatoBa NepeHoCUT CBOE UCC/iefoBaHNe Ha TEPPUTOPUIO APYroro
KOHTUHEHTa B MaTepuane PegaeKeuns npuHUMna KapHaBasaa B CUMPOHNYECKOM
My3biKe bpa3uinn. TeM He MeHee aBTop CTapaeTcs BblABUTb 06WEMUPOBbIE
TPEeHAb! KYNbTYPHON MAEHTUDUKALMKN B MOCTKONOHUAbHbIX CTPAHAX.

CoasTtopbl C. Kpbikbaesa u . Kanabibaesa npeicTaBasioT MUP KOCTIOMa
B cTaTbe CHMBOJIbI MMPOBO33peHusi obpa3a «Mogenn Mupa» B TpaaULMOHHOMN
HapoAHOM ogexae. 34ecChb «oAexaa paccmaTpuBaeTCs C TOYKM 3peHuns
KYNbTYPHO-PUIOCOPCKMX U UCKYCCTBOBEAYECKUX aCMEKTOB B TPAAULMOHHOM
MWUPOBO33PEHNN TIOPKOB KaK MudHYecKkasa Moaenb Mmpa, Gopma 1 cogepraHue
KOTOPOW HaxoaaTCcsi B PaBHOBECUM».

[. YmapoBa npeanpuHUMaeT NonbITKY 0630pa 0606LaoWwmnx TeHAEHU MM
B cTaTbe [TOMCK ITHOKY/IbTYPHOIro CBOE06pa3nsi B COBPEMEHHOM KUBOMUCH
Y36ekuctaHa. ABTOp NOAYEPKMBAET, YTO «B XMUBOMUCK Y36EKMUCTaHa pa3BMBaloTCs
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TaKue TEHAEHLMU KaK peannucTuyeckas, CMMBONMKO-MmeTapopruyecKas 1 YCrIOBHO-
[leKopaTuBHas, CBSi3aHHble C 06palleHneEM K MMPONOITUHECKOMY Hacneauio, K
TPaAWLMOHHBIM U MHHOBALMOHHBIM XYIOXECTBEHHbIM KOHLEMLMNAM>.

I. AbunbanHa paccKa3sbiBaeT NCTOPUIO Ka3axCTaHCKOro TeNieBMaeHUs B
mMaTepuane Pa3Butne maccmeamna B Pecnybnnke KasaxcraH. B ctaTbe genaetcs
0COObIV aKLLEHT Ha «MCNONb30BaHMe 06pa3HbIX BO3MOXHOCTEN 3KpaHa Kak
B LLE/IOM B TENIEBMAEHUU, TaK U — B OCOBEHHOCTU — B Nepefayvax KynbTypHO-
NPOCBETUTENBLCKOMO HaMnpaBAEHUSs».

3. UcnambaeBa npeacTtaBnseT KPUTUHECKUIN aHaNU3 KynbTypHOIo CO6bITUSA
B CTaTbe [1peeMCTBEHHOCTbL MCKYCCTBA TIOPKOS3bIYHbIX CTPaH. ABTOPOM
«paccmaTpMBatoTCa NOCTAaHOBKM, NOKa3aHHble Ha Xl mexxayHapogHom dectuBane
«HaypbI3», npowealiem B ctonuue Pecnybnunkn TatapctaH KasaHu».

K. N6paeBa oTKpbIBaEeT pasaen «[legarorvkar» ctatbent HaymnoHaabHoe
My3blKa/lbHOE UCKYCCTBO KaK GaKTop popMUPOBaHNS TBOPYECKOM
WMHTENINIEKTYa IbHOM JINYHOCTHU y4nUTeIsl HOBOM popMaLimn. ABTOp paccmaTpuBaeT
«HaLUMOHaNbHOE My3blKaflbHOE UCKYCCTBO KakK rapaHT COXpaHeHMs TPaaULIMOHHbIX
ycToeB obLecTBar.

3. CyntaHranneBa NpoaosiKaeT TEMY My3blKanbHOro 06pa3oBaHus
maTepuanom K Bonpocy QyHKLUMOHUPOBaHUS Ka3aXCKOro My3biKaabHOMro
¢onbkiopa. C TOYKU 3pEHNUS aBTOPA, «A3blK MY3blKM ABASIETCH 0COObLIM
CMMBOJIMYECKNM KOOM KYNbTYpbl», YTO AAET Nejaroram BaxKHble MHCTPYMEHTbI
BOCMUTaHMS U GOPMUPOBAHMSA TBOPHECKOW IMYHOCTH.

B. CywaHoBa rccneayet BONpocChl KynbTypHOro B3aMOAENCTBUS B CUCTEME
BocTtok-3anag B cTaTbe EBporneiickoe My3biKaibHOe 06pa3oBaHUe B rOPU30HTax
BHEEBPOMEHCKMX Ky/bTyp. B cTaTbe NpuBOAATCH NPUMEPHI YCNewHom agantauum
3apy6eXKHbIX MPOrpamMm u cTaBaTCs onpenesieHHble NPo6aeMbl KynbTypPHOK
MaeHTUOUKaLUUK.

I. CanapranueBa ocBeLLaeT NPaKTUYECKUE BONPOCHI MOATOTOBKM MNEBLIOB-
npodeccroHanos B ctatbe K rnpobreme rnpopeccnoHabHoro yxoaa 3a
reB4YeCcKMM rosiocom. ABTop faeT NoApOoOHbIE UHCTPYKLMK MO paboTe C rosocom,
4YTO NO3BOJIUT aKTepy ObITb «BCerga B Gopme 1 rotoBbiM B 1t060€e Bpems
UCMONHUTL NtoBYI0 MapTUIO CBOEro amnaya.

BnepBble npeactaBneHHbIM pa3aen «PeBto» OTKPbIBAET peLieH3us
KONNEKTUBHON MOHorpaduu KyibTypHas uaeHTUOUKaLMS: NCKYCCTBOBEAYECKME
rnpo6aembl, U3aaHHOM NO UTOraM COBMECTHOIO Hay4HOro NPOEKTa Ka3aXxCKMUX K
BEHIePCKMUX yYeHbIX, HanMcaHHas coaBTopamu K. XanbikoBbiM 1 M. ®pelunu.
ABTOpPbI NOAYEPKUBAIOT BaXHOCTb U3aHMUS, B KOTOPOM paccMaTpuBaloTcs
«0COBEHHOCTM TeaTpaibHOM KPUTUKHK, PEKMUCCYPbI, CLEHOrpadun, My3blKasibHOIro
TeaTpa U CLLEHNYECKOW PEYU, aKTEPCKOro MacTepcTBa, NAACTUKK, TaHLEB»
MCKYCCTBOBEAYECKMX COOOLLECTB ABYX CTPaH.

KpaTkni 0630p AedATeNbHOCTU OAHOMO U3 NoApa3eneHnin BeayLwero
BYy3a UCKyccTB KasaxcTaHa gaetcs B ctatbe C. LUknaeson 20 net kagpeape
«McTopus n Teopusi UI306pasunTesibHoro nckyccrea» KasHAM um. T. K.

JKypreHoBa. ABTop o6pallaeT Halle BHUMaHWE Ha «OCOBGEHHOCTU NpenojaBaHus
AVCUMNANH ANS cneuuanbHOCTU «MCKYCCTBOBEAEHWE U cieLManmM3aunm
«3THOUCKYCCTBOBEEHNE .
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B LLefloM MOXHO KOHCTaTUpoBaTh pacluinpeHune reorpadmm aBTopoB Halero
JKypHana: B 3TOM HOMepe npeacTaB/eHbl CTaTbM y4eHblX U3 KasaxctaHa,
Y36eKkucTaHa, AsepbanarkaHa, YKkpauHbl, Kutas, Benrpun n bonrapuu. B
HOMepe 3aTparMBaloTcs BONPOCHI PA3/IMYHbIX aCNEKTOB B MCKYCCTBE CTPaH
LleHTpanbHom A3un, banxHero Boctoka, Poccun, AnoHun n bpasunuu, a Takxe
B3aWMOBIUAHNUS KYNbTYp.

OT nnua pegakumm

K. XanblkoB — 3amMecTUTENb MMaBHOMo peaaxkTopa
0. CopoKrHa — BbinyCKalowmMi peaaxktop
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Dear readers!

We are happy to present you the new issue of The Central Asian Journal of Art
Studies. The first issue has attracted huge interest among specialists and art
admirers, but not only by the novelty of the magazine and uniqueness of the
format to our region. Its red line was the subject of the fundamental concepts of
the philosophical foundations and archetypal images.

The current issue of the magazine is scaffolded by the important narrative
discourse in traditional and contemporary art.

The trend of the issue is set by the article of S. Farhadova in Philosophy
section THE PRINCIPLE OF NON — CONCRETE THINKING AS THE SOURCE OF
SPIRITUAL KNOWLEDGE, where the author attempts to comprehend specificity of
spiritual, the alternative to reasonable thinking or (in the author’s mark) «<non —
concrete thinking».

The section Art studies is opened by the article of Huang Zhongxiang SPECIAL
FEATURE OF KAZAKH FANTASY STORIES. The author demonstrates us his
perspective of Kazakh folktales, the heroes and plot entanglements, proving that
Kazakh hero epic provides a basis for the study of nomadic culture.

The material from Z. Rahimova PARANJA (BURQA) IS A MAGIC SPACE OF
UZBEK WOMAN is a study of traditional costume. The author describes all
peculiarities of the genesis, semantics and time of appearance of paranja, a
special street head robe of the Central Asian women (Uzbek and Tajik women)
distributed in 19th — early 20th centuries, under which they hid their faces and
bodies when they went outside.

The visual semantic codes in cartoon animation are analyzed in the article
of N. Berkova ANIMATION AS A PHENOMENON OF THE CULTURAL HERITAGE
(FROM THE EXAMPLE OF CREATIVENESS OF THE DIRECTOR AND ANIMATOR
T.MUKANOVA). The author discusses the phenomenon of image creation and
reflection in animation films related to the mythological legacy of the people’s
heritage.

A case study BOYS DON’'T CRY: THE IMAGE OF CHILDREN LIKE SOCIAL
PROBLEM IN HIROKAZU KORE-EDA"S FILMS by A. Martonov takes you the
imaginary journey to Japan. On the example of certain Japanese movies the
author discusses important humanistic problems, including relations between
fathers and children.

M. Ardabi broadens the scope of study of Kazakh culture in his article
TRADITIONAL PERFORMING ARTS OF ETHNIC KAZAKHS IN CHINA (KYUI
PERFORMING ART). The author is concerned that performing peculiarities of
shertpe kyui schools are still not fully studied, including kyuis heritage of Kazakhs
living in China.

L. Bekbolatova destinates her study to the territory of another continent in
the material REFLECTION OF CARNIVAL PRINCIPLE IN THE SYMPHONIC MUSIC
OF BRAZIL. At the same time the author identifies common global tendencies of
cultural identity in postcolonial countries.

Co-authors S. Krykbayeva and G. Kaldybayeva introduce the world of costume
in the article THE SYMBOLS OF THE WORLDVIEW OF THE IMAGE OF THE "WORLD
MODEL" IN THE TRADITIONAL FOLK CLOTHING. The clothes are examined in terms
of cultural and philosophical, and art aspects in the traditional worldview of Turks
as a mythical world model, which form and content are in equilibrium.

D. Umarova attempts to survey general artistic tendencies in her article
ETHNO-CULTURAL SINGULARITY IN THE MODERN PAINTING OF UZBEKISTAN. The
author emphasizes that such tendencies as realistic, symbolic and metaphorical,
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and conditional and decorative, connected with the reference to mytho-poetic
heritage, to traditional and innovative art concepts are developed in painting of
Uzbekistan.

G. Abildina talks about the history of Kazakhstan television in the
material DEVELOPMENT OF MASS MEDIA IN THE REPUBLIC OF KAZAKHSTAN.The
article accentuates on the usage of visual capabilities of screen in television and
particularly in the programs of cultural and educational area.

Z. Islambayeva presents a critical analysis of cultural event in the
article ART CONTINUITY OF TURKIC-SPEAKING COUNTRIES. The author discusses
theatre performances shown at the 12th international festival «<Nauryz» held in
the capital of the Republic of Tatarstan, Kazan.

K. Ibraeva opens the section Pedagogy with the article NATIONAL MUSIC
ART AS A FACTOR IN THE FORMATION OF CREATIVE INTELLECTUAL PERSONALITY
OF AN INNOVATIVE TEACHER. The author considers national musical art as a
guarantee of preserving of traditional foundations of society.

E. Sultangalieva continues the theme of musical education with the
material ON THE FUNCTIONING OF KAZAKH MUSICAL FOLKLORE.

The author believes that Music language is a special symbolical code which
provides educators with powerful instruments for instruction and development of
creative personality.

V. Sushanova explores the issues of cultural relationships in the system
East-West in the article EUROPEAN MUSIC EDUCATION IN HORIZONS OF NON-
EUROPEAN CULTURES. The article gives examples of successful adaptation of
overseas programs, and discusses certain issues of cultural identification.

G. Sapargalieva elucidates practical issues of professional singers
training in the article ON THE ISSUE OF PROFESSIONAL CARE FOR THE SINGING
VOICE. The author gives detailed guidelines for voice training that will allow an
actor to be always fit and ready to perform any role of their range at any time.

The newly presented section Review is opened with the review of multi-
author book CULTURAL IDENTIFICATION: THE PROBLEM OF ART STUDIES. The
review emphasizes the importance of the book that considers peculiarities of of
theater criticism, directing, scenography, musical theater and elocution, acting,
calisthenics and dance among art study communities of two countries.

A brief review of functioning of one of the divisions of leading institute of
Kazakhstan is outlined in the article of S. Shklyaeva 20th ANNIVERSARY OF THE
DEPARTMENT "History and Theory of Fine Arts" at T. Zhurgenov Kazakh National
Academy of Arts.

The author draws our attention to the peculiarities of teaching disciplines for
"Art history" specialty and specialization "Ethnic art."

All-in-all we can conclude that the geography of the authors of our
magazine has extended. this issue presents the articles of scientists from
Kazakhstan, Uzbekistan, Azerbaijan, Ukraine, China, Hungary and Bulgaria. The
different aspects of art of Central-Asian, countries, Middle East, Russia, Japan
and Brazil, and mutual influence of cultures are discussed in this issue.

Editorial staff

K. Khalykov — deputy editor in chief
J. Sorokina - executive editor
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[MPUHLIMII

HEKOHKPETHOI'O

MbILLIJIEHUS
KAK UCTOUYHUK
TYXOBHOI'O

MPUHUUN HEKOHKPETHOIO MbILWIEHUA KAK UCTOYHUK AYXOBHOIO 3HAHUA

AGcTpakr

UccnefoBaHune dyHAaMeHTaNbHbIX CBONCTB TEX UM UHbIX ABEHUIA APEBHEN KyNbTypbl HEPEAKO 3aX0AUT
B TYMUK M3-3a HEOCO3HAHHOCTU MPMPOLbI PAHHEr0 Mbll/eHMs. B HacTosWweM CoOobLeHnn NpeanpuHaTa
NonbITKa OCMbICIEHUS CNELNPUKM anbTePHATUBHOIO pacCyao4HOMY AYXOBHOMO, UK (B @aBTOPCKOM
0603Ha4Y€HUN) «<HEKOHKPETHOIO MbILLIEHUS», YTO CO3AaeT NPeanocbiNKy Ana 6onee rMy6oKoro NOCTUXEHUA
M3Ha4anbHOro KOHLIENTYaNbHOr0 COAEPKaHUS CNOB-KOAOB, TaKUX KaK «<Myram», «<My3blKa». B pa6oTte
paccmaTpuBaeTcs cneundurKa BOTHOBOMO MbILUIEHUS KaK TBOPYECKOrO NOUCKa-pOCTa, OCYLLECTBASEMOro
6anaHcMpoBaHUEM MeXAY BHYTPEHHUM M BHELWHMM NojtocaMu MblwneHus. CocpegotadnBasch Ha
KOHLLeNTyanbHOCT CaMOro npoLecca BO3BblLEHUSA-03apEHUS, CTPOSATCS NPEANON0KEHUS O CMbICIIOBOM
COAEPKAHUN rTeOMETPUYECKUX 3HAKOB M YUCES, 3a0XKMBLUMX OCHOBY BCEOOLLEMY lyXOBHOMY (T. €.
My3blKaJlbHOMY) pa3BUTUIO NO 3aKOHY BceneHcKon MapMoHuK.

KnoueBble cnoBa: Jyx0BHOCTb, TPAAWLMA, MyraM, N03HaHWe-03apeHne, TBOPHECTBO, My3blKa, MpoLecc,
yucno.

HAKTbI EMEC OMJIAY }XYHECI PYXAHM BUTIMHIH BACTAYbI PETIH/IE

AGcTpakr

Exxenri mogeHueTTepaeri KaHaam aa 6ip KybbinbICTbl HEMECe OHbIH, 6acKa Aa iprefi KacueTTepiH 3epTTey

Ken aFganga epteaeri onnay »ymeciHib, TaburaTtbliH AypbIC TaHbIMaraHAbIKTaH ThiFbIPbIKKa aKenin Tipeai.

byn Mmakanaga ansTepHaTUBTI pyxaHu NanbiMaay Hemece (aBTOPJIblK HYCKaAa) «HaKTbl olMnamay KymeciH»
apHawbl TypFblAa NanbiMaayFa KagaM xacanblHbiM, «<Myram», «My3blKa» Topi3ai Kof4-ce3aepaiH Ma3MyHbIH
KOHLeNTyanabl TYpFblAa TepeHiHeH TaHy YLWiH OHbIH, anfFblllapTTapbl YCbiHbINaAbl. 3epTTeyae WhiFapMallblibliK
i3EHICTIH TONKbIHAbLI OMay XXYMeCi peTiHAEr — iLKi XXaHe CbIPTKbl OMNay *YUECiHiH, NontocTepi apacbiHAa iCKe
acblpbliaTbiH 6CYAIH epeKLleniri KapacTbipblnaabl. orFapblnay peTiHaeri <HypaaHy» YaepiciHiH, e3iHe MoH 6epe
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OTbIPbIN, FaNaMAbIK YANECIMHIH, annbl 6YKiN pyxaHu (My3blKanblK) Aamy 3aH4apblHa Heris 605bin TabblnaTbiH
reomeTpuanblK 6enrinep MeH caHaapAbliH, Ma3MyHAbIK MafFblHacbiHa Kapaw 6aramaanFaH.
Tipek ce3fep: pyXxaHUiblK, A9CTYP, MyraM, HypaaHy apKblibl TaHbIM, LWblFapMaLlbiiblK, My3blKa, Yaepic,

caHpap.

THE PRINCIPLE OF NON - CONCRETE THINKING AS THE SOURCE OF SPIRITUAL KNOWLEDGE

Abstract

The investigation of the fundamental properties of those or other phenomena of the ancient culture very
often reaches a deadlock because of unconsciousness of nature of earlier thinking. In the present report

an attecupt has been undertaken of comprehtnding specificity of alternative to the governed by reason

or (in the author’s mark)«non — concrete thinking» that creates precondition for more deep cognizing

the primordial conceptual content of the words — codes such as «mugam»,«music». In the work there is
considered specificity of wave thinking as a creative search — growth realized balancing between the internal
and external poles of thinking. Concentrating on conceptual nature of the process of elevating — illumination
itself, suppositions are made on sense content of geometrical signs and figures laid the foundation of the
general spiritual (i.e. musical) development by the law of the Universe Harmony..

Keywords: spirituality, tradition, mugam, insight knowledge, creativity, music, a process, number.

MocTuKeHne Tex UK UHbIX NPOBNEM HaYKH,
KaK NpaBuio, nogpa3yMeBaeT YETKYIO
0603Ha4YeHHOCTb N3y4aeMon obnactm
3HaHu4. B nogasnstowem 60blLINHCTBE
Cllyd4aeB 3To He cocTaBnsgeT 0coboro

TPyAa, TaK Kak HEKOraa eaAnHOEe B CBOEW
OCHOBe [1IyXOBHOE 3HaHKe rnocrne ero
flecaKkpanunsauum n auddepeHumnaLmm

Ha pa3snuyHble chepbl HAYKU JaBHO YXKe
pPa3BMBAETCH B CTPOIrO OYEPHEHHbIX
cneunanuMaauusamu rpaHuuax. UcknoveHue
COCTaB/AIOT NNLLIb Te ABJIEHUS, KOTOPbIE,
nponas Yepes BeKa, He Tepss CBA3K C
NEePBOMCTOKOM, CO BPEMEHEM MIABHO
nepeTeKkaloT B KOHKPETHYO chepy 3HaHuS,
CXuMMasicb 10 dopmaTa OTAe/IbHOM
ANCUMNAUHBIL. B HOBbIM dopMaT OHU BXOAAT
KaK CerMeHT M3Ha4yasibHO CIOXMBILLENCS
A3bIKOBOW CUCTEMbI, KOTOpas, Npons
cTaguMu aganTalmm K HOBbIM YCNIOBUSM,
TaKXe obpeTaeT «MPoPUbHOE NULLO».
MocneacTBms TaKOro nNpeodpaxeHuns
3aAB/Ig0T 0 cebe MHOro No3xe, Koraa
BOMPOC O CYWHOCTHOM 3Ha4YeHUun

TOrO UM NHOIO SIBIEHUSI CTAHOBUTCS
HepaspeLInMMbIM MO MPUYUHE €ro
y3HaBaeMOCTH JIULLb B KOHCTaTUPyEMOK
obnacTtu 3HaHus. BbixBayeHHOE 13
KOHTEKCTa 06LLLero MICTOPUYECKOro
BPEMEHMU, AaHHOE ABIEHME MOJy4aeT

noHeBoNe 0HOBOKOE OCBELlEHNE,
Nnpuv KOTOPOM MepPBONPUYMHA EF0
BO3HWUKHOBEHUS TaK U OCTaeTCs «TanHOM 3a
CEMbIO NevyaTamMm».

OnucaHHag cuTyaums nmeet
NpsiMOE OTHOLWIEHME K paHHMUM hopMam
TBOpYECTBa, HanNnpuMep, K myramy
WK My3blKe B LIENIOM, COAEPHKALLUM
MHOECTBO TauH, pa3rajika KOTopbIX
BO3MOMHa NnLLb NPY BOCCTAHOB/IEHUM
BcEX pparMeHToB UX «onorpadum».

N3y4yeHune CyLHOCTHbIX CTOPOH
MY3blKWU, 0OCOBEHHO Myrama, Ha JaHHOM
3Tane pa3BUTUS Hay4HOW MbICIN O
My3blKe U3 NOTPEBHOCTH Nepepocso B
HaCyLLHY0 HEO6X0AUMOCTb. [TpoBOAMMbIE
uccnenoBaHus, oCTaBasiCbh B Y3KUX paMKax
MYy3blKOBEAEHMWS M 3aTparnBas nulb
[1Ba «BEPXHUX 3TarKa» My3blKasbHOIo
30aHUS — KOHCTPYKTUBHbIN U
cofieprKaTenbHO-3BYKOBOW, OTHOCSLLMECS
K ero MatepuannM3oBaHHON TENECHOCTH,
Ha4YMHaloT «BYKCOBaTb», YTO OObSCHAETCA
MX HEOT3bIBYMBOCTbIO K HACTONYUBBLIM
3anpocaM BpeMeHH, BOoCTpeboBaBLIMM
CEerofiHg U3y4yeHme NHbIX BO3MOXKHOCTEN
MY3blKH, MPOSINBAIOLINX CBET Ha BEYHbIE
BOMPOCHI O cMbIc/ie bbITUS 1 YenoBe4YeCcKoun
MU3HU. Mexay TeM aKTyanu3auus
[IAHHOIO BOMPOCa yXKe Bbi3Bana BOJIHY
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C rogamu Bo3pacTalouero uHTepeca

K lyXOBHOM CYLLHOCTU MY3blKH, TATY K
NMOUCKY €€ CBEPXCMbICI0B — YCTONYMUBbIX
N HEU3MEHHDIX, OBLLELLEHHbIX U
06LLEe3HAYNUMbIX. SBHAKOMCTBO C Hay4YHbIMMU
n3naHUsMU NocnegHUx 4eCATUIETUM

[laeT OCHOBaHWe cYMUTaThb, YTO OHOM

N3 rMaBHbIX 3afa4 TEKYLLEro BpeMeHuU
CcYMTaeTcsl HEO6XOAMMOCTb MNOCTOSAHHOIO
NpeoaoseHnUs NocpeacTBOM GHUI0CODCKOM
KPUTUKUN Y3KUX PAMOK «KOHLIEMLIMN YACTOM
MY3blKW», BUOSALWEN CMbICNT MY3blKK B HEN
caMoMn.

B peanuzaunm HaMe4YeHHOM
nepcneKTUBbl U3y4eHne NepBONCTOKa
MYyraMHOWM TpaauLMnN MOKET CbirpaTb
OCHOBOIMONaralLLyo ponb. 3asaBneHHas
MbIC/Ib HE MOKaXeETCs NpeyBenyeHnem,
€CJ/I1 BCMOMHUTb 0 POAOBOM CBSI3M 3TOr0
C/I0Ba C MYICKOM (M1 MarcKom) pevecKon
[IyXOBHOM MNPaKTUKON, OTHOCUMOM K
nepBoHavasny agyxosHoro lMytn — MNytu
NO3HaHMUS.

MMeHHOo 3ToT dpaKT 6epeTcs 3a
OCHOBY MHOIMMW UCCNeL0oBaTENSMMU,
3ajalolmnMncs BONpoCoM reHeanornu
Myram-gsactraxa U ycmaTpuBalowmMmm
€0 UCTOK B MYICKUX (MM MarcKmx)
HPEUYECKMX PUTYasIbHbIX MECHOMEHMUSIX.

B naHHbIX HabnAEHUAX obpallaeT Ha
cebs BHUMaHWe NpuMedaTeNibHbIN WTPUX:
KaK UCTOK No4YeMy-TO paccMaTpuBaeTcs
He BCS pUTyasibHas NPaKkTUKa B LENoM,

a 0/lHa ero coctaBHasi — ¥peyecKune
MOJIUTBEHHbIE NecHoneHms. HecmoTps

Ha 04YeBWHYI0 3bIOKOCTb N OAHOBOKOCTb
NoAO06GHbIX CYXOAEHUIW, HE ONMpatoLUXCA
(4TO eCcTeCTBEHHO, y4UTbIBaS
KON1OCCabHY0 BPEMEHHYIO AUCTaHLMIO)
Ha daKTUYECKMI MaTepurall, Ha KaKylo-
HWOYAb NOAAAOLLYIOCA MOHUMAHUIO NOTUKY,
pa3 BblCKa3aHHOE NpeAnosioXeHune
JIErKO NoaxBaTbiBaeTCs U «NpuobpeTaeT
BEC» B NOBTOPEHUAX 3TOM MbICNU
ApyrMmu aBTopamu. Bo Bcex cnyvasx
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3a «Kagpom» creLunann3npoBaHHoOro
uccnegoBaTenbCKOro MHTepeca ocTaeTcs
onpenensiowmm ncxoa nomcka paxkrop —
0COBEHHOCTb PaHHEN MUPOBO33PEHYECKON
YCTaHOBKMW, BOCNPUHUMABLLEN U
BOCCO3/laBaBLLEN B CUHKPETUYECKOM
pUTyanbHOM NPaKTUKEe MUP KaK eanHoe
Lenoe, Kak eaMHbln My3blKalbHbIM
TEKCT, «<HOTaMW» KOTOPOTro ABASIUCH KaK
yroMUHaeMble NecHONeHUs, TaK U Bce
WHble COCTaBHbIE PUTYaNibHOro AENCTBA.
llogamu npuobpetaemas HeEPLUUS
NU3y4yeHUs MeToaoM aHanm3aa (To ecTb
«Pa3NOKEHUS», pacysieHeHns) urpaet
B JaHHOM Cfly4ae C uccneaoBartensimu
«3M1y10 LWYTKY», pa3buBas n3obpaxaemoe
Ha OTAENbHblE GPAarMeHThl, He
CKNlagblBawollMecs B AanbHeNLEM B
LLeTIOCTHYIO KapTUHY. TWETHOW NMOnbITKOM
BbIHECTU U3 dparmMeHTa npeacraBneHme
0 LIeIOCTHOM KapTUHE ABNSIETCS U BhblllE
NPUBOAMMOE HECKOPPEKTUPOBAHHOE C
paHHeNn MUPOBO33pPEHYECKOW YCTaHOBKOM
npeacraBieHne O NeCHOMNEHUSAX Kak
nepBoHavase MyraMmHon TpaguLnu.
lNoncK oTBeTa Ha BOMNpoc o
NEepBOMCTOKE MyraMHOW TpaguLnMm 3axoauT
B TYMUK U B CBSI3M C KOHKPeTU3aLmen
c/ioBa «My3blKa», OTHOCMMOIO CO
BPeEMEHeM K chepe UCKYCCTBa U, KaK
npaBusIo, CoYETatoWErocs ¢ NOHATUAMM
3BYKOBbLICOTHOCTH, pUTMa, Najia 1 NPoYnUMHU
COCTaBHbIMW MY3blKalbHOro CMbIC/A.
Mexay TeM B paHHWE UCTOPUYECKHNE
BpPEMEHa CNoBO «My3blKa» UMENO MHOE,
6oJiee WUPOoKoe 3HavyeHune. B oTHoWEHUH
3aTPOHYTOro acrnekTa to60MNbITHbIMMK
NpeacTaBnAoTC CYXKAEHUA POCCUMCKOrO
My3blKoBefa 0. XononoBa, 3agatouerocs
aHanornyHbIMU BONpocamMu B CBSA3HK
C HAMETUBLUUMCS «[EPENOMOM>» B
MY3blKa/lbHOM MCKYCCTBE, MOPOAMBILLEM
TaKuMe aBaHrapaHble ABAEHUS KaK «JleKkuns
0 Huuto» [IxoHa Kelaxka, My3blKa »ecToB
— KoMmnoaunuua KapnxanHua LLTokxayseHa
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«Inori», «TeppeTekTop» AHNCa KceHakuca
— Npou3BeaeHni, BbIOUBaOLLMUXCS

N3 CTEPEOTUNHbIX NPeacTaBiEHNN O
MY3blKaNbHOM UCKYCCTBE, TPEBYIOLINX
HOBOIO OCMbIC/IEHWS CYLLLHOCTH

MY3blKW. KOHCTaTUpys cylecTBoBaHUe
HOBbIX peasinin, He CTbIKYIOLMXCS C
O6LLENPUHATBIMUK NpeacTaBNeHUs MU

0 My3blKe, 0. X0n10noB NULLET:
«[TOHATHO, YTO HUKAGKMMM CNIOBECHbLIMU
[lOKa3aTeNbCTBaMu HeNb3s yoeauTb
MY3blKaHTa, Jaxe HblHELWHEro, YTO MOXeT
ObITb My3blKa 6€3 3BYKOBbICOTHOCTM. ..

M Bapyr oGHapy*KMBaeM, YTO TaKas
My3blKa Obina... n He rae-HMbyab TaMm, Ha
0604YMHE AOPOTK, Y KaKOro-H1Mbyab Yynaka,
a Ha caMOM BUAHOM MeCTe 3BOJIOLMH,

y ee UCToka» [4, 6-17]. Obpallasach B
NMOMCKax oTBeTa Ha BOMNPOC «4TO eCTb
MY3blKa?» K pasfIMYHbIM UCTOPUYECKUM
Ky/bTYpPHbIM MaacTtam, MccnegoBaTtesib
NPUXOONUT K BbIBOJY 06 OTHOCUTENBLHOCTH
COBPEMEHHOrO MOHATUSA M OLLYyLEHUS
CYUWHOCTU MYy3blKW. «OHO He TONIbKO

He fBNSIEeTCH BEYHbIM — MULLET aBTOP,
HO, KaK BMAMUM, UCTOPUYECKUI Nepuros
CyW,eCcTBOBAHUS Hallero NOHATUS
COCTaBJ/IAET I0BO/IbHO TOHKWI NnacT
XpoHosiormu. OTcloga Heo6x0AMMOCTb

N 6onee KOHKPETHOro UccneaoBaHms
¢peHoMeHa My3blKM HaWWero BpeEMeEHH,
€ro rpaHu, (Kak BUAMM, CMECTUBLLNXCSA
W pacLIMPUBLLNXCS), €F0 NOrMYECKOro
onpeaeneHns ¢ y4eToM COOTHOLLIEHUS
TPaAULMOHHOMO KOCTSIKA MOHATHA U
HOBbIX peasini Hallen COBPEMEHHOCTU»
[4]. BaocTpnM BHMMaHWE Ha caMOM
npuMeyaTelbHOM [/151 OCBELAaeMoro
BOMpoOCa MOMEHTe — KOHCTaTaLmu
HEeCBOAMMOCTHU NOHUMaHUS cylecTBa
MY3blKK K GU3NYECKM BOCMPUHUMAEMbBIM
napamMeTpamM — 3BYKOBbICOTHOCTH,
«UHTOHUPYEMOMY CMbIC/TY», FTAPMOHUH

W NPOYMM, TaK KaK B npeacraBieHune

O CYLLUHOCTHN MY3blKK BCErAa BXOAUT U

«MPUOBLLEHNE K €€ COKPOBEHHOW AYyXOBHOM
0OCHOBe, K MeTadU3UYECKUM IMYyOUHaM»
[4]. B 3ag9BneHHON NO3MLUK YYEHOIO
HaMevyaeTcsl Ba)KHblM CABUT B CTOPOHY
NPOSICHEHNS KIOYEBbLIX 419 MOHUMaHNUS
obnacTtv 1 npegmMeTa UccnegoBaHus
BOMPOCOB O TOM, KaK nposiBnsaach
CYLLHOCTb MY3bIKW B paHHee BpemMs,
KaKne paKTopbl JONIKHbI 6paTbCs 3a
OCHOBY B NoucKe ee «nepBoobpa3sar». B
CoBepLIaeMOM UM IKCKypce B JaneKkoe
NpoLUIoe CTaHOBUTCS OYEBUOHBLIM NULLb
TO, 4YTO B NpeaLwecTByoLIne, 6onee
paHHWE BpeMeHa, KpUTepmMn NOHMMaHKUs
peHoMeHa My3blKK BblfiM COBEPLUEHHO
WHbIMU, Npexae BCero NOToMmy, 4To
popmupoBana ux He o6nacTb UCKYCCTBA,
a obnactb Hayku Kak uppaumnoHaabHOro
NOCTUXKEHMUS YHUBEPCAIbHOIO 3aKOHa —
3akoHa bbiTng.

MpeanpuHUMaemble NOMNbITKM
BOCCTaHOBJIEHUS BCEX 3BEHLEB
B Lenu npeobpasoBaHnin paHHUX
KOJOBbIX C/TOB (TAKMX KaK «Myramn,
«My3blKa» 1 Ap.) B CNIOBa-NOHATUS HE
[aloT }KeflaeMblx Pe3ynbTaToB, TaK KaKk
yxBayeHHas CMbICNOBasi HUTb HEU3MEHHO
06pbIBaeTCs Npu NonbITKE «MPUTSHYTb»
ee K 0TaeNbHOM 061acTn 3HaHWS, K TOM
WU MHOW 3Mnoxe B Pa3BUTUU KYNbTYp
UK faxe peMrno3Hon epunocodpcKom
cuUcTeMe, Hanpumep, K XpUuCcTMaHCKoM
U MycynbmMaHcKon. N npouncxoaut
3T0 NOTOMY, 4TO GEeHOMEHANIbHOCTb
paccMaTpuMBaeMblX IBIEHUIW 3aK/t04YeHa
npexae BCcero B UX cCaMOLEHHOCTH,
BCEOODBATHOCTH, HENPEPLIBHOCTH, B
COBOKYMHOCTK COCTaB/ISIOLLNX CYyTb CaMOW
HK13HM, KaK HECKOHYaeMOro npoLiecca,
O4YepUMBaIOLLLErO CBOMMU KpyraMn BEYHbIN
NOTOK BpemeHu. Hecny4anHo Xn3Hb
ycTamu cydbuincKoro noata Xadpusa, a B
HeJaNleKOM NPOLLIOM YCTaMKW HEMELLKOIo
KomnosuTtopa-dunocoda KapnxarnHua
LLITokxay3eHa, npupaBHUBaETCH K My3blKe.
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YHMBEPCanbHOCTb My3blKM, CTano 6bITb,
CBf13aHa, Npexje Bcero, C UMMaHeHTHbIM
CBOMCTBOM pacKpyyunBatoLerocs
cnupanbto, NpebbiBatolero B NOCTOAHHOM
CTaHOBNEHUN-OOHOBNEHUM OYXOBHOIO
npouecca. MIMeHHO NOCTOAHCTBO
CTaHOBNEHUS-06HOBEHNS (MK
CTaHOBNEHUSA-POXKAEHUS) CTAHOBUTCSH OCbIO
BCEW lYXOBHOM MNPAaKTUKK, HALLE/IEHHOM
Ha No3HaHue NICTUHbI, 3aN0XKNBLIEN
6a3MCHYI0 OCHOBY BCEro BEKaMMU KOMMMOIo
[lyXOBHOrO NOTEHLIManNna 4yenoBeyecTaa.
Mpn OTCYTCTBUM MHBIX BO3SMOXHOCTEN
NO3HaHWA peanbHOro M1pa ApeBHEMY
4ye/I0BEKY, HauYnHaloWweMy ocBanBaTb
MWP C YUCTOrO NUCTa, MoMorana
M3Ha4asbHO B/IOXEHHAas B CO3HaHWe
CNOCOBHOCTb K BHYTPEHHEMY AYXOBHOMY
NMOUCKY, Bblpaxatlowascsa B NPOsBIEHUN
BOJIM K 3HaHWIO, pe3yNbTaToM KOTOPOH
CTaHOBWACb «03apPEeHHOCTb» 3HaHneM. He
CBfI3aHHOE C NOHUMaHWeM, poxaatolleecs
B NpoLecce AyXOBOro NoucKa 3HaHue,
ob6bscHAOWEeE cneundrnKy BOCTOYHOIO
MbILUNEHUS B LLENOM, COCTaBASIET CYTb
pUTyanbHOM MPaKTUKKN NO3HAHUSA U
NMPOCBELLEHNSA, FAe OCHOBOMOJIaratoLLyto
po/b UrpaeT BKIOYEHHOCTb B IyXOBHbIN
NpoLLeCC — NPOLLECC POXKAEHNSA MbIC/H.
M3naBHa MbIC/b, KaK U *XU3Hb, HE
noHMManach, a npoxneanacb. [NOCKONbKY
[IYXOBHbIM NMPOLLECC MPOXUBAHUSA MbIC/TN
paccMaTtpuBascs Kak cpegotoymne
BCSIKOro pojia 3HaHWM, TO COOTBETCTBEHHO
MMEHHO OH GOpPMMpPOBaAN MblLLIEHUE,
OPUEHTUPOBAHHOE Ha HEKOHKPETHOE,
BHYTPEHHE NocTUraeMoe pasnnyHbIMu
CTaausiMU OYXOBHOIO pocTa u
nposiBAseMoe Yepes AyXOBHOE COCTOSHUE
CMbIC/IOBOE coAepKaHue, peayumpyemoe
BMNOCNEACTBUN K KOHKPETHbLIM IMCKPETHbLIM
HocuTenam. (OTcloaa LenoCTHbIM B3rnsa Ha
MWP, BblpaxeHHbIN NU3BECTHON HOPMYION
«BC€ U3 0fHOro»). B aToM cny4yae UMeHHO
NnpoLecc Kak 06bEeKT U NpeaMET U3ydYeHus,
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GopMUpys MblLLIEHKE, NopoXKaa
0CO006bIN 13blK HEKOHKPETHOIO MbILLNEHUS,
CBAI3aHHbIN C accoUMaTUBHOM NaMAaTbIio

— NaMSTbiO JYXOBHOIO COCTOAHMS.
CneundurKa A3blKka HEKOHKPETHOIO
MbllLEHKS onpeaenseTcs Tem, 4To

c/ioBa 3Toro si3blKa, He 6yayyu cnoBamu-
NOHATUAMMU, HEC/IU HE OOBACHUTENBbHYIO, a
NPOBOLMPYIOLLYIO K aKTUBHOMY AYXOBHOMY
NOUCKY GYHKLMIO, BEAYLLYIO K JOCTUMKEHUIO
HEeoBX0AMMOro A9 NO3HaHMA AYXOBHOMO
cocTtosiHus. MHave rosops, cloBa-

KOZbl — 3TO He 6yKBaslbHOE BblparKeHue
4yero-To OTAE/IbHOro B3ATOro NPeaMeTHO
BbIpaXXEHHOrr0, a 3HaK, HanoMWHalOLLUK

O TOW UKW UHOW CTaanKn OyXOBHOIO
npoLiecca, ToO4HEE HacTpanBaloLLMK
MblLLIEHME MO3HAIOLLErO Ha HYXKHYIO

ANS PE30HUPOBAHMSA CMbICNa OYXOBHYO
BOJIHY. A13blK HEKOHKPETHOIO MbILLJIEHUS,
NOPOXKAEHHbIM NPOLLECCOM ABUKEHMUS

No CTYNEHSAM AyXOBHbIX COCTOSIHWNA,
BblpakalowWwmx U 3aKpennaiowmnx namaTb
006 3TUX COCTOAHUAX NPAKTUHECKUMMU
[EeNCTBUSAMMU, B OT/IMYME OT MOHATUUHOIO
f13blKa 6bl/1 A3bIKOM [IYXOBHbIX COCTOSIHUI
N CBA3AHHbIX C HUMW MPaKTUYECKUX
[IENCTBUIN, cOBepLIaeMbIX B €AMHOM AN
BCErO }XMBOIro MUpPa PUTME CTaHOBIEHUS-
pOXKAEHUS. A3bIKOM KOAOBOTO C/I0Baps

W OyXOBHOW NamsTu, BblpaxaeMom
KOHKPETHbLIMU NMPaKTUY4ECKUMMU
AENCTBUSMU, «TOBOPSAT» BCE COCTaBHbIE
YyacTu, BCS CUHKPETUYecKas rapMoHus
pUTYyanbHO-06PAA0BbIX 4ENCTB.

Byayyv nepBowM CTyNeHbio B 06LLEN
3BOJIOLMMN CO3HAHUS, UHTYUTUBHOE
MbllLIEHWE ANS CTPaH «BOCXOAALWEro
ConHua» ocTaBanoCb Ha BCEX CTYMEHSX
pa3BUTUSA OCHOBHbIM CMOCO60M
NpMobLLEHNS K 3HaHMIO. B aToM, BEPOSATHO,
3aKJ/104a10Ch BbICOKOE NpeaHa3HavyeHue
BocToka — 6bITb «BGYypAOHMUPYIOWMUM»
NOMOCOM, ABNATb FAPMOHUIO €AUHOTO,
YHUBEPCAbHOro, LLEeSIOCTHOTO,
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NOCTUraemMoro Ha ypoBHE HEBbIPa3MMOoro
CclloBaMu CBEPXYYBCTBEHHOIO, IYXOBHOIO
BOCNpuaATMS. boratas Tpaguumnamu
KynbTypa BoCcToKa 1 cerofHs octaetcs

BO MHOIOM 3a npejefiamu 4OCTYNHOCTH
AN 3anagHoeBpPONENCKOro yma no
NPUYNHE HEKOHKPETHOCTU SBIEHHOIO

B HEW, HEOOBACHUMOTO C/I0BaMU
CYWHOCTHOr0, KOTOPOE HENb35 NOHAT,
KOTOPbIM MOXHO TONTbKO NPOHUKHYTLCS.
3OTa U3Ha4vanbHas 06yCNOBAEHHOCTb
npuBena K BO3HUKHOBEHUIO 6apbepa,
HenpeoaoNMMOro ¢ NO3uULINK
€BponoLeHTpu3Ma, 6e3 Heo6xoanMoro
NPU3HaHWUS CaMOLLEHHOCTU BOCTOYHOWM
KYNbTypbl, YTO AafieKo He Bceraa
yyuTbiBatcs. JIMb npeogones
NpeaB3sToCTb U OAHOCTOPOHHOCTb
MOHO CONPUKOCHYTbCS C }UBbIMU
HEMEPKHYLWMMU TBOPEHUSAMU BOCTOHHOM
KY/bTYpbl, IMaBHOE OT/INYME KOTOPbIX —
NMPOHUKHYTOCTb BCENEHCKUM PUTMOM.
CTpemneHue K CNSHMIO C NYSIbCUPYIOLLNM
[blXxaHWeM rnobasnbHbIX BHYTPEHHE
OLLYyWaeMbIX PUTMOB — CBUAETENLCTBO
aKUEHTUPYEMOCTU U3HEHHOIO

Ha4vana, BONPEKM CyLLEeCTBYIOLLEMY
MHeHMI0 06 OpUeHTaLmnn BOCTOHHOM
KYNbTYpbl Ha «3arpo6Hbln Mup». MNadoc
BOCTOYHOW KYNbTYpbl cOCTaBnsaeT
o6pallleHHOCTb K HeOrpaHU4YeHHOMY
BpPEMEHEM «OTMYLWEHHON XNU3HWN»

BEYHO }XMBOMY AYXOBHOMY Havany,

He ucyepnbiBaoLLeMYyCs peanusmu
BMAMMOro Mupa. BocToK He npu3HaBan
anbTepHaTUBbI }XU3Hb-CMEPTD,
NOHMMaeMOoMn KaK Hayasio un KoHel. [Ang
BOCTOYHOIO MbILLNEHNS CylLlecTBOBana
HenpepbIBHOCTb XU3HU N 6eCCMEPTUS,
KaK M3Ha4vallbHO COMNPUCYTCTBYIOWUX B HEM
ABYX HEpPa3pbIBHbIX CMAETEHHbIX BOEAUHO
3BeHbeB Lesoro. OTcioga NoTpebHOCTb

K CamMOMO3HaHMI0, OCYLLLECTBIAEMOMY
norpyxeHnem 10 caMmo3abBeHNA B

CBOE COCTOsIHME, NpebbiBaHNE B HEM B

Ka4yecTBe BE4OMOro, yBIEKaeMOro CTuxmen
NOACO3HaTeNIbHOro, 0 TOr0 MFHOBEHbS,
Korga npoucxoauT BCTpeYa X1Boro
C BeYHbIM. CBSI3b KMBOIO 1 BEYHOrO
cocTaBuia dunocodbcKoe 94p0 BOCTOHHOMU
KY/IbTYpbl, KOTOPbLIM MPOAMKTOBaHa
ee rnaBHas TeMa: *Xn3Hb-6eccmepTme
(TpaKkTyeMas KaK ¥XU3Hb-CMepPThb).
Mpouecc oyXxoBHOIro BO3BbILLIEHUS
[10 MOMEHTa NPOopbIBa B aKyCTUYECKOE
CeMaHTMYecKoe nose oCylWwecTBAsAICS
Ha BbICOKOW «LUITOPMOBOW» BOJIHE
(TpaHCLEeHAEHTHOE, NMPOopPLIB) U
nocpeacTBoM MeauTaLnn — nnaBHoe
BXOXJEHWEe Ha yMepeHHOM BOJIHE.
TpaHCUEHAEHTHbIN «B3/1ET» MOl BO3HMKATb
B CBA3U C BO/IEBOM YCTAHOBKOW U
B pe3ynbTare CUIbHOro AyLEBHOro
noTpsiceHns. Meauntauus Takxe
npoucxoansia nMbo co3HaTesNbHO,
npeasapsach onpeaeneHHbIM
NCUXONOrMYECKUM HaCTPoEM, IGO0
CTUXMIMHO B Npouecce rnyboKoro
pasMbILLINEHNUS C COMYTCTBYIOLLEN eMy
CaMOonMOrpy*KeHHOoCTbo. O6WMM Ans
BCEX OTMEYEeHHbIX GOPM BXOXKAEHUS B
KOHTUHYa/lbHOE CEMaHTUYECKOE none
NPU3HaAKoOM 6bI10 NOHOE OTCOeAUHEHUE
CO3HaHWSA OT peasinin BHELHEro M1pa, YTo
OCYLLLECTBNANOCH CAMOLIEHTPUPOBAHUEM:
CTArMBaHMEM BHYTPEHHEW 3HEPTUU
B OQHY TOYKY U pacKpbITUEM €€ B
nosoce MppaLmMoOHaabHOro MbllWIEHNUS
(COOTHOLWIEHUE «CBEPTKA-pa3BepTKa»
WU «BOTHYTOCTb-BbIMYKIOCTb»),
rae NpoMuCcxXoansio KoaMpoBaHue
CO3HaHUSA KOCMUYECKMMU CMbICNaMM.
CamoLeHTpoBKe crnocob6¢cTBOBau
KOHLIEHTPUPYIOLLINE BHUMAHUE «TOYEYHbIE
yaapbl» B OOHY U Ty e Luenb B BUae
NOBTOPSIOLLENCH PUTMO-UHTOHALIMKN UK
NPOCTO PUTMUYHBIX YAapoB No 6y6HY
(HanpuMep, B LLAMaHCKUX puTyanax), nim
yAapoB o rpyau (Kak npu UCNoSHEHUK
nnavyen «Mmapcus»), 0O4AHOTOHHOM
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«yOalOKMBaloOLLEN» PUTMO-UHTOHALINK
KOJIbI6EeNbHbIX NeceH, 0AHOPOAHOIO
NOBTOPSAOLLErOCS pUTMaA B «MenxaHa»
(MMNPOBU3UPYEMbIE CTUXOTBOPHbLIE
catupuyeckue Kynnetbl). Cobupatouien B
O[1HY TOYKY 9HEPrUI0 PUTM-OCTUHATHOCTbIO
©bl21 NOCOX (Yomar) B pyKax gepsuiia nau
TOYEYHbIM 3HAK Ha MoJIOTHE AMOHCKOro
XyAoxHMKa. CamoLeHTpUpoBaTbCs —
0O3Ha4asi0 06PeCTMU TOYKY OMNOpPbI, YTOObI
pPacKpyTUTb HapacTaloLWNMMKW HaKaTamMmu
3HEPruo BHYTPEHHET0 HEKOHKPETHOIO
MbILLJTIEHUS U 1aTb €4 COUTUCH C
KOCMUYECKUMU CMbIC/TaMN U NPOHUKHYTbLCSH
UMM.

BHyTpeHHee 3HaHWe NepeaaBanochb
A3bIKOM 330TEPUYECKMNX 3HAKOB,
cofeprallmx «aKyCTUYECKUI KOoa»
CMbICNOBOr0 MHBapMUaHTa, JOHOCALLMNX
€ro }XMBOW NYNbCUPYIOLLNK PUTM B
reoMeTpuyecKon rpadpmKe, B OpHaAMEHTe
Yy30pO0B, B LIBETOCOYETAHUMN, B YHACIOBbIX
3HaKax W, Npexjee BCEro, B 3ByKax, Kak
Hanbonee ageKBaTHOM BOMIOLWEHNHN
3BYKOB HEC/bIWKMbIX. B aTOM 1
3aK/0YaeTCs YHUKaNbHOCTb MY3bIKH,
coyeTatollen B cebe HesiBIEHHOE U
AIBJIEHHOE, HEKOHKPETHOE U KOHKPETHOE,
[lyXOBHOE 1 AiylleBHOE (TeflecHoe) Havana,
obbeauHsowme oba mupa. MMeHHo
Hann4mne KMBOro NybCUPYIOLLENO
p1TMa, OLLYyLaeMoro B BOJTHOBOM
CnieTeHnn, B TEMOPOBOM OKPaCcKe
[IOHOCUMOTO 3KCMNPEeccUen 3By4aHus,
poxaano npeacrtaBieHue 0 My3blKe KaK
}UBOM opraHname. lfeomeTpuyeckme
3HakKMu, rpaduka ymcen, oHeMbl,
nepornndbl U NPoyYne CUMBOIbI, TAKXKE
BOCMPUHMMAEMbIE KMBbIMU CYLLLECTBAMMU,
paccmaTpuBanucb NepeBonolWEeHNAMU
3BYKa, KOTOPbIM B MHAMACKON dunocodumn
ananca Haga bpaxmaH (T. e. 3ByK-
BpaxmaH) — cuna, TBOPSALLAa MUp,
cosfalolwasn U noaaepueatoLlas
ero rapmoHuio. B Tpaktate MartaHru
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«bpuxagaelwmn», HanpuMep, rOBOPUTCH TaK:
«3BYK ecTb Bbiclwee 10HO, 3BYK NpUYnHa
Bcero. Becb MUp, COCTOSALWMI U3 HEXKUBBIX
NPeaAMETOB U XUBbIX CYLLECTB, HAMNOIHEH
3BYKOM, KOTOpPbIW, O4HAKO, pasaensercs
Ha NPOSBNEHHbBIN N HENPOSBEHHbIN»
[1, 35]. Ha BocToKke n3Ha4anbHO B
NO3HaHWW YHUBEPCANbHOM0 UCXOAWUN OT
3ByKa. OH Ans BOCTOYHOMO YenoBeKa 6bi
MCTOYHMKOM 3HaHUSA 0 MUPOBOM MpoLiecce.

BblHeceHHble U3 npoLecca 1
naeHTUdUUMpyemMble C NPOLLECCOM
C/I0Ba-KOAbl, U3HA4abHO BblpaXKeHHble
reoMeTpU4EeCKUMM 3HaKaMu, COXPaHUIUCh
B BMAe NUKTorpadmun, BOWIN B CTPYKTYPY
pUTyanbHbIX IENCTB (Hanpumep,
XOPOBOAHbIN KPYr UK KOHLLEHTPUYECKoe
[BUXKEHUE B TPAYPHbIX MUCTEPUAX
«l1ebux»), ycmaTpmBatoTcs B dopme
NPUKNaAHbIX U3ENUIN, a TaKKe pUTyalbHbIX
BbIMeYeK ApeBHENLLErO BECEHHEIO
puUTyanbHO-06psa0BOro npa3aHnka Hoepys
W BO MHOIOM Apyrom. feomeTpuyeckue
3HaKMW, Bblparkasd reomeTpuio Ymucna,
TO €CTb OOBSABLUENO MUP AYXOBHOIO
npouecca, U3HavyallbHO OTHOCUJIUCH K
cdhepe nppaumoHanbHOro, HEKOHKPETHOIO
MbllLEHKS. B 9TOM 3HaY€HUN OHU
GUrypmpyloT B APEBHMX Hay4HbIX TpaKTaTax
0 My3blKe, rie My3blKa NpupaBHUBAETCH K
Kpyry. My3blka B 9TOM C/ily4ae rno CMbICy
paBHO3Ha4YHa IyXOBHOMY Kpyry uiu
TBOPYECKOMY KpYry NO3HaHUSA-03apeHuns.
[eoOMEeTPUYECKNUM IKBUBANIEHTOM
«Myrama» — ayxoBHoro yTu, BegyLiero K
03apeHHoCcTH boxecTBEHHOM NCTUHOWN,
ABNSIOTCH ABa CMbIKatoLwmxcs nyva. KoHyc
— Nny4eBOWM Kynos boxecTBeHHON Mbicin
— 3HaK JOCTUXXEHUSA COCTOAHUSA «He A»,
[IyXOBHOIO NpopbiBa B cy6CTaHLMOHAIbHYI0
LlenocTHOCTb.

MpnobpeTs B AaNbHENULLIEM B TOYHbIX
HayKax cTaTyc pauuoHanbHOM MbIC/N,
3TW 3HAKKU, BO3MOXKHO, He TepSIoT
CBOEW NPOBOLMPYIOLWEN K OyXOBHOMY
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MOMUCKY-POCTY Cuibl. lymaeTcs, 4To

He TO/IbKO, BO3MOXHO Jlae He

CTOSIbKO paLMOHanNbHON NOruKe, a
UMEHHO TOMY, YEM OTMEYEH TaNnaHT —
OLLYLLIEHHMIO }UBbIX TOKOB UHTYUTUBHOTO,
UppaunoHanbHOro BOCNPUATHUS
YHUBEPCabHOr0 HEKOHKPETHOIo
cofieprKaHunsa 3TUX 3HAKOB, BTArMBatloLWmx
CO3HaHWe B rpaBMUTaLlMOHHOE nose
cybcTaHuMoHanbHom Mbicnu, o6513aHa
HayKa CBOMMM BeNNYanLLIUMU
NOCTUXKEHUAMU. AHANTOTUYHYIO POJb OHMU
BbIMOJIHA/IN U BbINOSHSAOT B TBOPYECKOM
npouecce, CBA3aHHOM C POXAeHUEM
XYQOXEeCTBEHHbIX WeAeBpOB, Npexie
BCEro LieeBpoB My3blKK, KOTOpas U B
HOBOM 3Ha4Y€HWUWN — 3HAYEHNN UCKYCCTBA
COXpaHseT CBOM MHTErPUPYIOLLUI
TBOPYECKWUK MOTEHLMAN U IYXOBHbIN
«CTaTyC KBO».

[JMHaMnKa CTaHOBNEHMWS M MNacTUKa
BOJIHbl — CYLLHOCTHbIE CTOPOHbI
HEKOHKPETHOIO (UK IYXOBHOTO)
MblLLIEHUSI OAHOBPEMEHHO ABASAIOTCS
CYULHOCTHbIMW CTOPOHAaMWU MYy3blKH,

TO €CTb U3Ha4anbHO C/IOBO «My3blKa»
03Hayvasno npouecc AyxoBHOMo pocTa-
CTaHOBNEHUSA N PE3OHMPOBAHUSA BOTHOBbLIX
CErMEeHTOB MppaLMOHanNbHOro 3HaHKS,
npeobparkatoLmxcs B CUHKPETUYECKUI
TeKcT. CTyneH4aToCTb, CTaAnaibHOCTb
[lyXOBHOIO CTaHOBJIEHUS, 06najatolLas
CBOEW BMOPALIMOHHOM YaCTOTHOCThIO,
OT/IMYaloLWEN KaXKa0e N3 CEMU YPOBHEN
AYXOBHOIO COCTOSIHUS, nopoauna
npeacraBieHUe O CEMUCTYNEHHON
«lyXOBHOM NECTHULE» UK (CEMUCTYNEHHOM
MY3blKaNbHOW NIECTHULIE), CTaBLUEN
OCEBbIM BEPTUKANbHbIM BEKTOPOM BCEW
TpaanuLUMOHHON KynbTypbl BocToKa. B aToMm
BbICOKOM 3HA4Y€HUM My3blKa puUrypmpyet
BO BCeX BMax n GpopmMax TpaanLMOHHOM
KYNbTypbl.

A3blK HEKOHKPETHOIO MbILLNEHUS
JIEXXUT B OCHOBE MUPOBOCMNPUATHS,

BblpaXKEHHOro GOPMYSION «6aTUH-3axup»
(COKpbITOE-NPOSIBNEHHOE), TAE, KaK 1 B
N1060M AyXOBHOM (TO €CTb HaLleNEHHOM
Ha YMCTBEHHbIN POCT U POXKAEHUE MbIC/IN)
TEKCTe onpefendioliee 3Ha4yeHne UMeeT
npo6yxaatoLlas TBOPYECKYIO MbIC/b
CTOpOHa «6aTtnH». CNOCOBHOCTbLIO,
NpPoOBOLMPYS NPOLIECC AYXOBHOIO pocTa
NpobyXaaTb TBOPYECKYIO SHEPIUIO,
3HEPruio MbiCnn obafaeT KOAoBbIN
S13bIK BOCTOYHbIX MUHHUATIOP, A3bIK
cpeHEBEKOBOW NO33UK, TpPaAULMOHHaS
Klaccuyeckasn My3blKa MyraMat 1 HOpMbl
U3M0XKEHUS CBSA3aHHOM C HEIO Hay4HOM
MbIC/IX, KTAaCCUYECKOE allbIrcKoe
Hacnegue U MHoOroe apyroe, aBnsioleecs
N1o0gamMu HEKOHKPETHOIO PEe30HUPYIOLLETO
MblLLUIEHUS.

B cooTHOWEHUM «BaTUH-3axmp»
BHELLHSAS CTOPOHA — «3axup»
NnpeacTaBigeT CIOXETHO COAepPKaTENbHYIO
anneropuyeckyto Gopmy BblparKeHus
COBbITUMHOrO NJlaHa AyXOBHOMO TEKCTa,
«3HEepreTMYeckm 610KOM» KOTOPOro
SABMAOTCA CTPYKTYPHUPYIOLLINE OYXOBHbIM
POCT, NPOLLECC U PE3OHUPYEMbBIE AYXOBHbIM
COCTOSIHUEM PUTMO-BOSTHOBbIE CMbIC/bI.
CylLHOCTHas CTOpOHa Nto60ro yXoBHOIoO
TEKCTa 3aK/II0HaETCA B NMOCTUMKEHNH
NCTWHBI, yMCTBEHHO BbipacTas [0
pPEe30HMPYEMOro Ha ornpeaeneHHon
4aCTOTHOCTU AYXOBHOM BOJIHbI CMbICNa.
NHbIMKM cnoBamMu, OJHUM U3 [MaBHbIX
KPUTEPUEB HEKOHKPETHOTO MbILLNEHUS
SIBNSETCS COOTBETCTBUE BbICOThI JYXOBHOM
3PENIOCTU BbICOTE TPaHCINPyeEMOK
KoHuenTyanbHon Mbicnu.

My3blKa KaK 13blK HEKOHKPETHOIO
BOJ/IHOBOIO MbILLIEHMA NpeobparkaeTcs
CO BPEMEHEM B UCKYCCTBO 3BYKOBOIO
MbllieHud. [Npupoaa oyXxOBHOW BOJIHbI,
Hanbonee opraHU4YHO NpoABAdIOLLAs
cebs B CTaHOBSLWENCS, pacKpbiBatoLWeNcs
Ny4KOM 3Ha4YE€HUI 3BYKOBOM BOJIHE, CTaNa
NPUYNHOM XapaKTepHoro ans BoctoKka
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NOBbILWEHHOr0 BHUMaHUS K OTAENbHO
B3ATOMY 3BYKY, BOCMPUHUMAEMOMY KaK
BMECTUINLLE MPPaLIMOHaNbHON MbIC/K.
310 OOBLACHAET U CNIOXKHOE OTHOLLEHWE

K 3BYKOBOMY MbILW/IEHUIO, K My3bIKe B
LLeNoM, CNoXuUBLIeecs Ha 6yaAMNCKOM

1, 0CO6EHHO, CamMCKoM BocToke,
NO3HatoLWEeM UCTUHHbBIA CMbICI WU3HU
NPOXMBAHUEM KU3HU, YCUITUEM BOSIN
npeojosieBas TPyAHOCTH AyXOBHOIO [yTH,
BeayLwero K BblCoOTaM No4/IMHHOIO 3HaHus
— 3HaHus oT bora.

[MoabITOXMBas U3NTOXKEHHOE, elle
pa3 Nog4YepKHEM, YTO M3HaYaslbHO Noj
KOJOBbIMM CNOBaMU «Myram» 1 «My3blKa»
noapasymeBanocb He UCKYCCTBO, a Crnoco6
W NpaKTMKa Noslyd4eHuns poxaatoLlerocs
B npoLecce AyXOBHOIo pocTa 3HaHuA,
pPEe30HMPYEMOIro OJHUM U3 YPOBHEN
[IyXOBHOIO COCTOSIHUS.

KonoBoe ¢noBo «myram» 03Ha4aet
BbICLLUYIO CTaAMIO IYXOBHOIO npouecca —
COCTOSIHWE 03apPEHHOCTH, TO €CTb C/IUSIHUS
¢ NUctrnHon. byay4n 93bIKOM HEKOHKPETHOTO
MbILUNEHWS, OHO OPUEHTUPOBAHO Ha
NpoUECC W BblpaaeT BbICOTHYIO CTainio
npowecca — eAMHeHUe — AyXoBHOE
nepepoxaeHuve. B 3Ha4eHUM yXOBHOIO
TEKCTa B 3TOM C/ly4ae npeacTaeT cam
NpoLECC CTaHOBEHUSA-POXKOEHUS,
TpaHcnupyowmnin 3akoH Muponopsaka,
3aKoH apMoHuu.
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Oco60 3a0CTpMM BHUMaHME Ha
Ba*KHOCTU MOHMMaHUSA Hanbonee
3Ha4YMMOWM A119 HbIHELLHErO
ANCrapMOHUYHOIO BPEMEHU CYLLIHOCTHOM
CTOPOHbI MPUHLIMMA HEKOHKPETHOIO
MblLLIEHUS, 3aK/TI04aIOLLENCS B TOM,
YTO OHO NPOAOKUTENbHbIA NEPUO]
SABNANOCH HE TOJIbKO CNOCOBOM MNO3HaHMUS,
HO 1 CNOCOBOM MPETBOPEHUS B KU3Hb
3HaHWA, BKNaablBaeMoro B CO3HaHue
yesloBEKa (4enoBeYecTBa) B pesynbraTe
rapMOHMYHOM COHACTPOEHHOCTU Ha PUTM
CTAHOBNEHUSA-POXKAEHNS, PUTM KU3HW.

MpeanpuHaTas B HAaCcTOSLWEM
COOG6LLEHNUN NOMNbITKa PacCMOTPEHUS
W3Ha4abHO 3aN0XKEHHbIX B CO3HaAHWH
YyenoBEKa MHbIX, HE CBA3aHHbIX C
NPUYNHHO-CNIEACTBEHHOM NIOMMKOK
BO3MOXHOCTEW NO3HAHUA MUpPa,
onpeaensemMblx KaKk MpUHLMn
HEKOHKPETHOIO MbILLNEHUS, Y4UTbIBAS
€ro yHUBepcalibHbIX XapaKTep, MOXeT
ObITb pa3Bu1Ta pa3nnMyHbiMM 061aCTAMM
HayKH, 4TO B BJIN3KOW NepcrnexkTuBe
MOXET OTKPbITb HOBbIE BO3MOXHOCTH
OCMBbICNEHUSA paHHMX NacToB
KyNbTypbl, B JANE€KOWN e NepcrneKkTuBe
— co3[aTb BaXKHYl0 Npeanocbliky ans
cucTtemaTtusaumm BCero HakonueLlerocs
Hay4YHOro 3HaHus, cornacoBaB ero ¢
rnaBHbiM MpuHUMNOM — TTPUHLKIIOM
MupoBon lapMoHUK.
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SPECIAL FEATURES OF KAZAKH FANTASY STORIES

Abstract

Kazakh fantasy stories came into existence earlier than hero epics and surpass hero epics in term of quantity,
they are mostly composed of the stories that passed down from the ancient Turkic Clan tribes. The present
thesis attempts to analyze the fantasy stories so as to dig out the tie between the fantasy stories and the hero
epics. Kazakh Crack shot stories enjoy a very long history and play a dominant role in Kazakh fantasy stories.
The Crack shot and heroic stories, sharing the same homology as heroic epics mainly extol the heroes'

brave spirit. The heroic stories are more complicated than crack shot stories in terms of plot and structure
and richer in terms of content, and account for a large portion in ancient fantasy stories. In present thesis, a
comparative study among Kazakh epics, Crack shot stories and fantasy stories reaches the conclusion that
both the fantasy stories and the hero epics share the same original material resources as well as the same
framework, which opens up a brand new way for the study on hero epics and provides a basis for the study on
the Nomad’s pasture culture.

Key words: Kazakh folklore, fantasy stories, relation study

KA3AK EPTErl OKUFAJIAPbIHbIH EPEKLWUENIKTEPI

AGcTpaKkT

KaszaKkTblH MUTIK OKMFanapbl 6aTbip/iblK anocTapaaH 6ypbiH Nanga 60bin, CaHbl XKafFblHaH onapabl 6ackin
034bl. bisre »eTkeH 6yn oKuFanapablH Kebici eXxenri Typik TannanapblHaH 6acTtay anagbl. Makanaga, MUPTIK
OKUWFanap MeH 6aTblp/iblK XblpfapablH apacbiHAarbl 6annaHbICTbl Taby YLLiH, MUPTIK OKUFanapra capantama
*Kacanagpbl. KasakTblH MepreHaepi Typanbl aHbl34ap FacblipfaH FacblpFa XaafacblH Taybln Kene XaTblp KaHe
KasaK paHTa3nsacbiHAa YCTEM POSib OMHanabl. MepreHaep Typanbl aHbl3gap MeH 6aTbIp/bIK XblpaapablH,
Keninkepnepi Typanbl aHbl3gap KebiHe KeninkepaiH anbbiHObl PyXbIH HacuxaTTanabl. baTbipablK Xbipnap
MepreHaep Typasbl aHbl34apra KaparaHaa, CIOXETi MeH KypblibiMbl, MA3MYHbl KEMKbIp/bl 60MbIN KeNneai *aHe
KasaK PpaHTa3nsACbiHAa epeKLle OpbiH anajbl. ¥CbIHbIAbIN OTbIPFaH XXYMbICTa, Ka3akK 3nocTapblH, MepreHaep
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Typasbl aHbI3AaPbIH }aHe 6aTbIP/bIK XbIpNapbiH capanTtay HOTUKECIHAE aHbI3aap Aa, 6aTbiPbIK Xbipnap
Aa ©3iHiH 6acTayblH 6ip apHajaH anaTbiHbIH XaHEe KYPblbiMbl }afbliHaH 4a YKCACTbIK Taybln aTaTbiHAbIFbIH
KepceTTi. By/1, 6aTbipnap XblpbIH XaHalla Ke3KapacTa 3epTTeyre })araan TyFbi3a/ibl oHe KeluneHainepmid

MoJEHUETIH 3epaeneyre Heria 6onagbl.

Tipek ce3aep: KasaK Gho/bKI0PLI, aHbi3aap, e3apa GainaHbICTbl 3epTTey.

OCOBEHHOCTH KA3AXCKUX CKA304YHbIX UCTOPUH

AGcTpakr

Kaszaxckne mubunyeckme MCTOPUU NOSIBUAUCH PaHbLLE FEPONYECKMX 3MOCOB M MPEB3O0LLN UX B KOIMYECTBE,
B 60JIbLUMHCTBE CBOEM 3TO UCTOPUW, AOWELLIME 0 HAC OT APEBHUX TIOPKCKUX NiemeH. B gaHHowm

paboTe gaeTcs nonbiTKa npoaHann3npoBaTb MUPUYECKUE UCTOPUU, HTOObI HAUTU CBA3b MEXIY HUMMU

N reponyecknmn anocamu. Kasaxckne UCTOpUnM 0 METKUX CTPEIKaxX MMEIOT MHOTOBEKOBOE MPOLLIOE U
3aHUMaIOT JOMUHUPYIOLLYIO POJib B KA3axCKUX GaHTE3N. MICTOPUM O METKMX CTPENIKax U UCTOPUM O reposix
OAHOPOJHbI FrePOUYECKUM 3rocamM U B OCHOBHOM NPOCnaBfaioT 406NECTHLIV AyX repoeB. [eponyecKkue
UcTopun 6onee MHOrorpaHHbl, Y4emM UCTOPUK O METKUX CTPENIKaX, C TOYKU 3PEHUS CIOXKETa U CTPYKTYpbl, 6oraye
Mo COAEPXHAHMIO N 3aHUMAIOT OFPOMHOE MECTO CPeAM Ka3axCKuX GaHTe3n. B faHHOM paboTe cpaBHUTENbHbIN
aHaIn3 Ka3axCKuUx arnocos, reponYeCcKnx UCTOPUN O METKUX CTPEIKax U MUOUYECKUX UCTOPUIA NOKa3an, YTo

N MUDUYECKUE UCTOPUU, U TEPOMYECKHME 3MOCHl 6epyT CBOE Havasno B OJHUX U TEX e UCTOYHUKaX U UMeloT
CXOXYIO CTPYKTYPY. 3TO MO3BONSET COBEPLIEHHO MO-HOBOMY B3MAHYTb HA U3yYEHME FePOMYECKNX INOCOB U

AaeT OCHOBY ANnA N3y4eHna KynbTypbl KOHEBHUKOB.

KnioueBble cnoBa: Kazaxckui GoNbKIop, MUPHUYECKME UCTOPUU, UCCieJoBaHME B3aUMOCBA3EN.

All the Kazakh folktales, fairy tales
and legends have composed the huge
system of its prose works. The folktales
belong to such a kind of oral prose work
that combines within itself both imaginary
and realistic features, which lead to a true
reflection of social changes. Those folk
tales are not the exact copy of the original
life but a conjectural representation of
the real life. The creation of the heroes in
those folktales, including human beings,
animals, plants, the dead creatures as well
as the fairies and ghosts in imagination,
has never been limited by time and space.
Those folktales, accounting for a large
portion in Kazakh folk literature, are of
many kinds, rich contents and wide scope.
Thus, clarification of them remains an
anfractuous task. With the help of the
popular AT classification method, the folk
tales of certain ethnic groups or certain
area can be categorized into different
groups. Chinese scholars usually make
classifications in terms of contents.
Thus, the Kazakh stories are tabled as
propagation stories, fantasy stories,
secular stories, stories of tactful persons,

among which the fantasy stories are much
closely to hero epics. The present thesis
attempts to analyze the fantasy stories so
as to dig out the tie between the fantasy
stories and the hero epics [1,p.58].
Kazakh fantasy stories, like those
of other nations, are expanded and
completed from the original plot by adding
to it abundant imagination and peculiar
creation. Kazakh Fantasy stories are
composed of the stories that passed down
from the ancient Turkic Clan tribes, the
stories that Kazaks themselves created
later and the stories absorbed from the
other nationalities as well. Kazakh's
fantasy stories cover the stories of Crack
shots, heroes, witchcraft sorcery and so
on. The Crack shot and heroic stories,
sharing the same homology as heroic epics
mainly extol the heroes' brave spirit.

The heroic epical features reflected in
Crack shot Stories

Kazakh Crack shot stories enjoy a very long
history and play a dominant role in Kazakh
fantasy stories. The protagonists in Kula
Mergen, Sur Crack shot, Han Crack shot,
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Hunter Karlebay and Alaman Men Julaman
are all concerned with Crack shots. In spite
of the various plots and contents, all the
stories illustrate ancient hunting life. Much
more illusions are employed in this kind

of stories to help express ancient hunter’s
will of struggling against the Mother
Nature. The crack shots are extraordinarily
capable, valiant, indomitable, wise and

full of stratagems. People live and multiply
on his preys .The theme of those fantasy
stories is mainly to praise the brave spirit
that Crack shots have displayed in their
fighting against nature and wild animals.
The most representative example is Arek
Crack shot.

Once upon a time, a super Crack shot
named Arek lived on hunting and offered
suggestions to people around him so as
to help them make a living .He distributed
to people all the preys he obtained, not
allowing a single person to endure the
torments of hunger and wear shabby
clothes. Tramping over hills and dales,
passing through the hoarse and paddling
down rivers, Arek went hunting by himself
.One day, when he was boiling meat, a
beauty incarnated from copper-clawed
goblin spied on him from the behind. He
shot twice at once and found the corpse
the next day. He wrestled with a fierce tiger
and managed to kill it difficultly. He walked
on and shot the single-eyed devil that he
came across in a remote valley. Just then,
people from the Awel (the village) came
and found him. He handed out all his preys
as well as the properties and livestock of
the singe-eyed devil to the villagers.

The hero characteristics embodied
in Arek are just in line with the theme of
Kazakh heroic epics. Arek crack shot is a
super hunter and wise hero. The fact of
hunting alone can be viewed as a great
progress over the group hunting and
gathering in Clan society. Not only Arek
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in Arek Crack shot but also the hunters
in other ancient stories hunt on their
own. For instance, Karlebay in Hunter
Karlebay hunts outside all year along by
himself. Kala in Kala Crack shot lived
alone in the wilderness by hunting deer.
These hunters hunt for fun or simply to
protect the livestock. Accordingly, they
differ greatly from those hunters who
lived in such a time when the livestock
husbandry developed while hunting
occupied subsidiary status. Arek hunts
not only for himself but also for the people
around him. After he has killed the cooper-
clawed goblin and the single-eyed devil,
he distributed all the grains, livestock and
treasure to others on no condition. The
villagers will go out to look for Arek if he
stays out a little bit longer, for they cannot
live without him. Arek never occupies
others’ work fruit; he is not a controller
but a man earning his own living. For
the sake of safety cause in his area, he
battles against the beasts and devils,
which displays the characteristics of hero
epics. The hero characteristics in fantasy
stories are also vividly described in Hunter
Karlebay. Karelbay hunts all the year
around and looks after the people around
him. He generously distributed every
single piece of gold he received after he
has mastered birds’ language. He, at the
expense of his life, spread to the villagers
the news he heard from the birds about
severe flood, intensive earthquake and
avalanche. As a result, he turned out to be
a piece of black stone [2,p.90].

Another Characteristic of Arek crack
shot is his struggle against devils, i.e.
the plot of his encounterence with
the single-eyed devil. The single-eyed
devil is a peculiar creature that lives on
livestock, wild animals and even human
beings, habits in the huge cave and can
easily move a giant stone to plug up the
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entrance. The single-eyed devil, making
his appearance in the folk literature in

the early years, was widely spread among
the Altai Clan Society such as Turk and
Mongolia. Later on, it was naturalized into
the plots of various stories and hero epics.
It is described as a devil attempting to eat
the princess in Gulkezhan, a giant killing
the hero Jayek in the story Edil men Jayak,
a cruel single-eyed goblin in Dutan Batyr
and Alaman men Julaman and a vicious
devil in hero epics Kula crack shot men
joyan crack shot and Ata Korkyt [3,p.54].

The hero epical features reflected in
Heroic stories

Heroic stories, with the main content
emblazing the uncommon experience

of the heroes and narrating the crusade
and the fights among ancient Clan
Societies, contribute as another important
component of Kazakh fantasy stories,
Ancient heroic stories and crack shot
stories intercross and overlap each other
in terms of content. Heroic stories praising
hero spirit account for a large portion in
ancient fantasy stories. Compared with
crack shot stories, heroic stories are more
complicated in terms of plot and structure
and more richfull in terms of content.
Therefore, heroic stories are more similar
to hero epics. The main topics included in
both heroic stories and hero epics cover
plight of parents, request for a child, the
bless from divinities, mother’s pregnancy,
unusual birth and grow-up of hero, battle
steed, hometown, tent, information of

the foremen, confirmation of the attacker,
preparation of steed, bow and sward, going
out and meeting the enemies, power of
hero, discovering the enemies and meeting
enemies, notifying each other’s names,
fight, enemy’s failure and beg for mercy,
Killing the enemy and return with triumph.
As a matter of fact, heroic stories are just

the rudiment of hero epics.

Hero’s unusual naissance and grow-up:
Hero’s naissance is usually quite vagary.
He is either the youngest of the brothers
like Tostik in Tostik hero or a son at the
imprecation of an old couple as Dildax in
hero Born for the people. Hero’s naissance
is more vagary in other heroic stories.

For instance, Nan in Nan Bater is given
birth to only because his mother has had
special food. The premonitions of hero
appear at their birth. “The head is as big as
a pan and the eyes are as big as wooden
bowls,” describes Dildax in Trojan Born for
the people. Kandebay in Jiyrenat mingen
Kandebay grows up at an amazing speed
which is not counted by year but by day “he
is able to laugh on the sixth day, to walk on
the sixtieth day and in the sixth year he has
grown up into a robust and stalwart young
man who can easily tumble the people who
come to challenge.”

Hero’s battle horse: Heroes are likely
to be bestowed by deities with miraculous
steeds. For instance, the light maroon
steed Kandebay rides on was given birth
to by a horse bitten to death by a wolf.
Hero Dilidax’s steed was originally a lime
horse with yellow spots that was left by
the enemies who came to steal the horses
and was raised by Dilidax’s father with
wooden basins of water and handfuls of
grass. Thus, the steed got the name as
“yellow spots and wooden basin”. Those
battle steeds of heroes are steeds that are
able to speed along like flying or heavenly
steeds that can catch the feather of a bird.
Like the battle horses in hero epics, they
can speak, offer suggestions to a hero
and foretell the future at crucial moments.
It approaches nobody except his master
and may even sacrifice its own life for his
master.

Hero’s expedition: some heroes
expedite to look for the brothers who get
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lost while herding in the remote areas

as well as the livestock. For example,
Tostik looks for his eight elder brothers
and the large quantity of the livestock.
Some heroes manage to look for their
parents and livestock that are pillaged
when he was still young. For example,

he expedites to look for his mother and
get revenge for the villagers. Kandebay
expedites to save the hero Mergenbay

and the villagers and eventually rescues
them and goes back to the hometown. The
heroes usually expedite at rapid pace --- six
month’s journey can be completed within
six paces. They can jump over the bird
before it flurs to get off the ground. Oceans,
lakes, rivers and mountains are in their
eyes no different from flat ground. After
getting his own steed, a hero prepares
well the five weapons----- Kurbash, wand,
bigheaded stick, spear, bow and arrows

to start his expedition. They arrive at their
destination after a month or a year. Finally,
a hero saves his mother, other hero, and
the villagers trapped there and return to
his hometown with the flock of livestock.
The fact that heroes make expeditions
because of the need of nomadic life and
fight against nature, the conflicts between
tribes resembles that in ancient hero epics.
Like those protagonists in hunter stories
and crack shot stories, the heroes in these
fantasy stories are not only hunters but
also heroes who play an important role in
the hunting life in clan societies.

Hero’s marriage: Heroes are destined
to come across beauties during the
expedition. At the request of Khan
(sometimes the beauty herself), a hero
needs to tramp over oceans of fire and
mountains of ice. He will encounter devils,
huge hawks and fairies and tries every
effort to beat them. Among them are crafty
goblin, devilish dragon that eats up men
and livestock, cruel giant that are hard
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to deal with and the human shaped devil
that is only as tall as a fist but wears a
beard as long as 40 feet. However, there
are angels like Jelayak who runs at a
credibly fast speed, Koltawsar who can
move a mountain as if he is playing with
stone pieces, Sakkulak who sees and
hears everything that is happening in every
corner of the world and the huge hawk
who always reward people for their good
deeds. It is with their help that heroes can
finally win. Those marriage tests proposed
aim to check how brave they are on earth.
Apart from arrow shooting, wrestling,
horseracing, heroes need to past the tests
given by the girl's parents---to eliminate
their enemies, the devils, to fetch for
them the gold-headed and silver-tailed
steed, the rare treasure or the magic drug.
Usually, heroes will be sent to a place from
which one can hardly return. However,
heroes never turn down these requests,
for they are the test for their marriage.
Otherwise, heroes will not be admired by
the mass without passing these tests. In
Hero born for people the three daughters
of Khan chose their husbands by throwing
apples. When the youngest daughter threw
at Dilidax who dressed up as a bold man,
Khan disagreed. Before long, the heavily
sick khan recovered from iliness by eating
the magic deer hunted by Dilidax. Besides,
Dilidax fetched for Khan the gold-headed
and silver-tailed steed that was taken
away by the huge hawk. In this case, Khan
consented the marriage between Dilidax
and his little daughter. This reflects not
only the changes of the consanguinity
marriage — intermarriage with the other
tribes but also the fact that their marriages
are still limited within Clan tribes. This can
also be exemplified by Tostik’s marriage. In
general, heroic stories have already taken
on the features of hero epics.

Tostik hero can be regarded as the
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most representative among all the Kazakh
fantasy stories. It combines within itself the
traditional features of heroic stories, crack
shot stories and the hero epics as well. It is
well worth to mention that the fundamental
structure including the narration on the
birth, growing-up, expedition, marriage

and so on is just the same as that of hero
epics.

As is listed above, the hero story
illustrates the life of the heroes of ancient
nomadic tribes, which is unusual and full
of frustrations. In order to find his elder
brothers who didn’t return from the distant
place where they were grazing. He went
through various kinds of difficulties and
dangers. Eventually, he found his brothers
as well as the herd of livestock. He
demonstrates his brave spirit, cleverness
and quick witness in his fearless struggle
against the unjust forces for his beloved.
In order to save the livestock in the famine
year, Ernazer’s eight sons went herding
in distant area, where all the livestock
except one brown mare left. Years later,
the mare bred thousands of horses which
they failed to drive tack to their hometown.
Tasting various kinds of hardship, he
didn’t find his brothers as well as the herd
until the bottom of his boot is rubbed
as thin as a silver dollar. It is one of the
traditional herding ways of Kazakh to
gaze the livestock, especially, horses into
remote areas in famine years. The ancient
nomadic tribes often need to migrate to
good pastures and waters. Tostik’s eight
elder brothers went herding the horses
into the remote pasture in order to save
their rives. However, they failed again to
avoid the attack of natural disasters. This
is a typical reflection of the arduousness
of ancient nomadic hard struggles against
nature.

Fairy Bektoli tried her utmost to
interfere in the marriage of Tostik and

Kenjegen, against which Tostik carried on
fearless struggles. The old goblion sent by
the fairy chased Tostik to the underground
world. After winning the life-or-death
struggle against the poisonous snake and
the giant dragon and defeating the fiendish
and fraudulent Khan Temir, Tostik returned
to the earth successfully. Again, the fairy
sent Giant Kurak (son of the old goblin) to
throw Tostik into the unbearable dungeon.
The conflict revealed here is the one when
the accident grassland clan transferred
from maternal Society to that of paternal
line. Tostik belongs to paternal line while
his foes represent the maternal forces,
including old goblin, fairy and Kurak.
Marriage of Tostik and Kenjegen was not
established on the affection foundation,
which was typically the marriage in heroic
age and had the nature of antithesis
wedding. Although Kenjegen hadn’t met
Tostik before the proposal, she was willing
to select for Tostik saddle horse and
armour to help him turn danger into safety.
All these plots belong to the paternal line
society, which is also reflected in Kazakh
heroic epics [4,p.36].

Tostik’s marriage is a miniature of
the customs of ancient clan society:
namely, Ernazar let his 9 sons marry the
9 daughters of a family. He rushed about
and finally found a family with 9 daughters
Judging from the 9 earrings in the family.
He then held the wedding ceremony for all
his 9 sons and led his nine daughters-in-
law back to his hometown. From this dead
marriage custom, the traditional concept
of “big family”can be traced. The purpose
for the parent of the big family — Ernazar to
make his nine sons marry the 9 daughters
in one family is to safeguard the authority
of the big family.

The image of old goblin usually seen
in Kazakh fantasy stories bears great
similarity to that in hero epics. In spite of
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the different addresses in various stories,
the essence remains the same. It is
named“old goblin” in Marhuwan Sulew,
Treat equally the bad and the good, The
homeless, Rebellious relatives,“sharp —
nosed goblin”in Orenxebaydengule, and
“magic witch”in Sazan men Marjan. All
those take the appearance of a thin and
weak woman while, in fact, a sinister
and ruthless, cruel and merciless devil in
nature. She suddenly turns into a strong
beast, affecting the bald shepherd who
was walking in a dangerous road; she
lures fragile woman, degrades them and
sucks the blood from them on the knee;
she trusses people in her home and eats
them slowly. Lured by the high reward,
she helps fiendish king, greedy and rich
person and envious concubine to plan
the conspiracy. When Khan attempted to
occupy the beautiful wife of others, she
advised the king to send the husband to
a place where he will never return from;
when the concubines of the king or rich
man gave birth to a gold-headed and
silver-hipped boy or a blue eyed and golden
haired baby girl, the wife, who were jealous
and hateful would instigate the old goblin
to replace the baby with a dog secretly or
throw the babies into rivers or wastelands.
As a result, the concubine would be
driven out of the family; she made the
woman at home betray her husband, the
younger sister betrays the elder brother,
she stole away the magic ring that can
bring shepherd happiness. In all, as for
the goblins in Kazakh fantasy stories, they
stopped at no evil on one hand, whereas
on the other hand, they would be surely
defeated and punished at last no matter
how crafty and sophisticated they were
[5,p.152-159].

All the goblins in both heroic stories
and hero epics behaved the same as the
opponents of heroes. For instance, in hero
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epic Alpames, when the protagonist was
irresistible, Taykex Khan appeared under
the instigation of the old goblin. With 40
yurts and 40 girls on her side, she lied to
Alpames that her 40 sons had died in the
war, leaving all the 40 girls as widows.
She said that she would be rather happy
if Alpames would get off the horse and
comforted them in person. The guardless
Alpames got off the horse and entered the
yurts. As a result, Alpames, made drunk by
the trussed up and girls, was thrown into
the dark dungeon which was as long as
forty strings, Alpames couldn’t have been
caught but for the old goblin. However,
Alpames would have been too idealistic if
there hadn’t been the old goblin [6,p.31-
41].

Totemic can also be traced in Kazakh
fantasy stories. Those totemic bear a close
relation to mythology, among which the

most common one is to worship of poplars.

In Sazan and Marjan, as one branch of
the poplar which stands into the sky broke
down, the earth shook and splittered, the
sky was covered with clouds and even the
devils in the forest clamored endlessly.
Domra made out of poplar’s branches
can play automatically. In the story Three
children, the daughter lived in the yurt

on the top of a big poplar, which was out
of people’s reach. Countless man who
loved her so much attempted to climb up
the free and bring her down had fallen
down one by one. As a result, the blood
flowed like a river; the bone of the dead
piled a mountain. Eventually, a vagabond
successfully got the girl down from the
tree and married her .In many stories,

it was usually under the poplar that the
magic incident took place. For example,
a hero saw the bear he had been looking
for under the big poplar along the lake,
and finally he defeated it. The lost girl
came across her boy or protector under
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the poplar tree, etc .In addition, in Bold
child Flower of Gulhakhan the love story
took place under the poplar.

It's one of the remarkable plots in
Kazakh fantasy stories to deify the soil,
which will surely become sacred weapon
or miraculous cure whenever there were
fights between the positive characters
and the evil forces. For instance, hero Nan
was trapped in the deep dungeon badly
injured. Seeing the injured ants recovered
after rolling in soil at that moment, he
rolled just as the ants did with the result
that the injury was healed as expected.
The worship of soil often linked to soul
and faith. For example, in such stories as
Awlar, the khan, jealous of the bald man
who married a beauty, sent the bald man
to fetch the livestock that had already
been slaughtered in his parents’ memorial
ceremony. With the help of sage, the bald
man encountered the souls of Khan’s
parents. Who returned the livestock and
asked the bald man to give their own son
and daughter-in-law a handful of soil.
When the bald man scattered the soil
after he returned home, the Khan turned
into a boar, while the Queen turned into
a sow. The holy soil was usually used to
deal with the unjust, the arbitrary as well
as the crafty. In the story of a witch, a
hunter rescued a woman and offered her
happiness. But this woman actually has
ulterior motive and was extremely crafty.
Thus with a handful of soil, the hunter
turned the woman into 40 donkeys and
a wolf. This well proves that no greedy
person can avoid dying and will surely be
covered under the earth. For in Kazakh
mythical legends, a kind man is said to be
created out of soil.

Bird worship is another common plot
in Kazakh fantasy stories. Among the
bird totems, which are widely spread, the
huge hawk (also called big roc sometimes)

is one. Its wings can bring blast when it
hovers. Its tears can turn into torrential
rain and it eats people just like eating a
piece of tiny meat. It carries on its back the
protagonist, flying over the most dangerous
places in the stories. In Sazan and Marjan,
she married Sazan. In Better than Anyone
Else (Barenan Abzal) she got married to
the bald guy whom he met when he was
having a bath. In Two brothers Torap and
Torax, she carried the kind hearted and
industrious Torax to the gold at last. As
one of the birds that are worshiped by
Kazakh, swan has always been respected
by Kazakh people. No Kazakh today would
shoot a swan. In addition, many stories
include the image of “happy bird” which
was said to be the pet of khan. The “happy
bird” will be released after the death of the
king. Whoever the bird perched on would
be crowned as king. This is just a reflection
of bird worship, although there was no
clear explanation whatever the happy bird
is. In Hepsa, it perched on the trafficked
girl Hepsa. In Jusep, it perched on Jusep
who was bullied. In Looking for the Strange
Khan (Ghajayipti Izdegen han), it perched
on a wronged person. In Impartial kahan,
it perched on an orphan. In Happy bird, it
perched on the hired worker Kanzankap. In
a word, the supernatural bird is a positive
figure and a symbol of the justice [7,p.298-
303].

More respect goes to livestock
compared with the birds and beasts, which
is a concrete reflection of the economic
development of the ancient clan societies.
In Tostik hero, Tostik was born because
his mom has eaten a piece of meat of
maroon mare. And the herd of horses
were multiplied from a maroon mare.
Seeing his nine sons returned home with
9 thousand horses, Ernazar slaughtered
male camels, stallion, male goat, prepared
a large amount of mare’s milk, wine and
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meat and then held a grand dinner party
of celebration, which made the men and
women, old and young of the clan feel
incomparablely proud. When Tostik left
home, Kenjegen let the white female camel
mate with the male camel, foretelling that
the date of the birth of the baby camel
would be the day Tostik came back or died.
At last, Tostik returned home safely on

the day the baby camel was born. Many
evidence of the worship of male camel
and male horse among ancient Hun and
Usen can be found in the wreathed relics.
The custom of worshiping female camel,
maroon mare and brown mare has been
passed down to the recent years. In Hero
Tostik the white female camel had been
worshiped as a holy animal throughout
the whole story. When Kenjegen asked for
the white female camel and Sarekuyrek
from her father, he hesitated become he
regarded livestock as a symbol of fortune.

Tostik set out on the adventurous
path because Ernazar was caught by
the old goblin when he was looking for
the white female camel. All those above
have revealed the special affection and
psychology of ancient people towards the
camel.

As for the livestock worship in fantasy
stories, the horse was worshiped and
deified to a much larger degree than that in
the hero epics. As the brain truster, which
can speak, the steed can always save their
master from the fire. In the story of Leather
of flea, Gulbadan helped his master fight
against the single-eyed giant. After death,
his bones and fur turned into a garden and
palace, which were in full boom of trees
and flowers. In Flower of Gulhakhan and
Shelter of Black Colt, you can see such
plots that the bladder of the horse turned
into a small boat to rescue the woman
in danger. In the story of Piebald Mare,
Piebald Mare can turn into a white horse
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when looking at moon at night whereas

in the daytime it can give birth to baby
horses looking at the sun. Whenever it
encountered the fierce beast, it stretched
the tail and went swiftly to the bleak and
desolate mountain to turn into a herd of
horses so that no beast dares approach.
The custom of worshiping livestock is also
clearly reflected on Tostik, for the very

one who helped him overcome all the
difficulties was just his pal ——Sarekuyrek
Steed. Sarekuyrek was a special image.
Just as Subar in Alpames and Burel in
Koblande, it helped the master at any
time. It saved Tostik from the old goblin
but the image of steed was added a lot of
fantasy when it comes to plot that it run
away in order to get rid of the old goblin. It
accomplished what its master could not
and taught Tostik how to contend with

the snake. In the seven-day competition
in Khan Temir’s tribe, it fainted at the
terminal point for being not able to bear its
own enormous inertia and it even pulled
out from the lakebed the huge iron pan
whose diameter equals 40 arms. It brought
to Tostik fire sickle when he was barred

in the dungeon. In this story, the image of
the steed was continuously enriched as
the constant changing of the hero images.
In this way, the image of horse in fantasy
stories is almost the same as that in the
hero epics. Both the means of description
and the comparison are similar.

The component of primitive shamanism,
which is mainly displayed as the soul
worship, has already been included in
fantasy stories. In the stories related to
soul faith, such content and plot as the
exchanging visits and friends making
between the souls and the living people
could often be read. In Bozjigit Akkuba,

a young man, who saw a fight between a
man and a soul for the sake of a gold coin,
paid the debts for the soul. Then Akkuba,
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who was originally the dead soul became
the good friend of the young man. They
two did business together and never left
each other, Akkuba killed the old goblin
who lived in the polar cave and planned
to poison them to death as well as her
seven giant sons. He claimed the life of
the dragon, which ate 40 black sheep and
forty girls every year. He wisely defeated
the seven robbers who bullied the mass.
He cured the young man’s father out of
blindness. When the Khan coveted the
beauty, he sent her husband to look for
his dead parents. In Awlar, a young man
was ordered to meet his dead father to
fetch the stallion. The young man first
revived the stallion and led it back to

the khan. Such kinds of plots can also

be found in Bold child, The Boy looking
for a Dream (Tusin lzdegen Jigit), Happy
Boy (Bakitti Baska Tepken Jigit), and The
Boy Returning from the Netherworld (Ol
duniyege Barep Kelgenligit). It was not
easy for the protagonist to meet the dead
soul. Sometimes they need to hold tight
the tombs; sometimes they need to shake
the skeletons in cradle for days. The

souls of the king’s parents who often got
sputtering were by no means easy to serve.
The souls would return the livestock and
gave a handful of soil only after negotiation
for a long time, when the handful of soil
was scattered by the protagonist, the
prince will turn into animals or burnt to
death. What reflected here is the faith of
souls, that is, souls can communicate
with people as if they were the same as
the living people. Souls will never die even
though man is mortal. Thus, one can not
make souls got angry, otherwise he must
suffer. More blessings would be given if
more good deeds were done and more
were sacrificed for the soul. All those ideas
like that the dead souls are superb and
foresighted accord with the concepts of

primitive shamanism. The stories often end
with the fact that those tyrannical khans
and fiendish ruffian would be punished
whereas the prosecuted protagonist would
get rid of the fierce king and finally obtain
freedom [8,p.215-226].

The soul worship in hero epics
possesses the characteristics as that
in actual life while no such kind of
reflection can be traced in stories. In hero
epics, when worshiping the souls of the
ancestors, their names were addressed
directly, which was distinguishably
characterized, while in fantasy stories,
only the process of meeting, making
friends, man helping souls, and souls
giving his blessings to man through their
own magic power and craftiness are
illustrated. In hero epics, no direct contact
happens between man and souls. Man
worships them as gods second only to
the god of heaven. But no such kind of
thing happens in fantasy stories. All in
all, the features of shamanism in the
fantasy stories are related to the primitive
ideology and customs and are the traces
of the emerging shamanism, whereas in
hero epics these features are much more
closely related to the real life. In spite of
the differences existing between hero
epics and fantasy stories, the two bear
close relation and share the same origin.
Compared with that in hero epics, the
souls in stories are much more imaginary
and are the products before hero epics.
Apparently, the soul worship in hero epics
forms on the basis of fantasy stories.

The protagonists in illusion stories
tend to get help from magical sages. One
of the images of the sage wears white
beards. He/she is the Keder (meaning
sage) "traveling around the world by wind."
The protagonists often run into the sages
in illusion state during the dangerous
and difficulty journey. For example, in
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the story of Three boys, a homeless boy
encountered the sage in illusion. With

the help of the sword the sage presented,
he stabbed the dragon that ate 40 girls
each year. The heroes would meet sage
whenever they were in trouble. And they
would surely meet the sage when they
were under the appointment of Khan

or for other reasons. In Jabay ancestor
and Karkaxa, Jabay met the sage twice

on his way and got instructions from

him .In the story of Vagrant, Kalax were
looking for the lost 3,000 horses, when
he approached a river, a white-bearded
sage suddenly appeared, telling him that
the herd of horses had been stolen by the
devil. Therefore, Kalax successfully got the
herd back from the hands of the devil. In
Devil's Design Cannot Succeed, the sage
awoke the child slept in the wasteland
ltelling him that the horse he had been
looking for was actually a stealthy dragon
and asking him to find his mom who had
parted from for years. In Treat Equally the
Bad and the Good, the sage Keder offered
5 suggestions and gave a dagger to the
child so that he could get revenge from
the ruffian who had bullied him. In One
Thousand Black-Headed Sheep (Meng
Kara Bas Koy), under the appointment of
Khan, the child shepherd went to search
for the milk of bear for the first time, the
excrement of snow cock for the second
time, and the third time the milk of the
fairy maiden in a place called kayep. And
for three times he came across the sage
who pointed the way for him. Eventually he
returned in triumph, defeated the arbitrary
Khan and realized his own long-cherished
wish.

Sages and old men are also among
the common images that can be read in
Kazakh folk poems, especially in hero
epics. But the historical and realistic
features reflected in them distinguish

34

themselves from the fantasy stories. The
magic sages in fantasy stories mainly
helped the heroes find the correct way and
achieve their own goals whereas in hero
epics the sage asked the god of heaven
to bestow the hero with a decedent. The
sages appeared in the hero epics bear
certain relation to historical personage
whereas no realistic basis is found in
such characters in hero epics as Saxit
Azez, Sage Ayep, Kerkexerden, Kamir,
Kokxe and Sage Betuw who have their
own names while no names are given to
sages in stories. Judging from surface, no
connection can be drawn between illusion
stories and hero epics, but the latter is,
as a matter of fact the continuation of

the former .The biggest difficulty facing
the protagonists in the illusion stories

is the hardship of production and life.
Accordingly, he must get help from sage.
In hero epics, the only heart-rending thing
of the hero who possesses full slope of
cattle and sheep and stores enough money
and valuables is the fact that they have
got no descendant. Thus they must turn
to sage for help. In a word; there would be
no concept of primitive religion and sage
worship in hero epics but for the soul and
sage worships in stories.

200 years has past since the
Frenchman first employed the term
“comparative literature” when he was
lecturing in Paris University in 1827.
However, the simple “comparative
literature” studies can be dated back to the
Middle Ages instead of only two centuries
ago. Comparative literature studies were
originally conducted towards the literature
works in various countries. Later on, it
was employed in the study of the literature
works of different nationalities within the
same country. The present thesis insists
that different types of literature pieces of
a certain nationality can also apply the
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approach of comparative study. In this
case, not only the inherent law and the
cultural background, but also the links and
the characteristics of a certain style of the
work can be revealed.

Hero epics and fantasy stories bear
with each other an ultimate relation. They
overlap and intermingle each other in
many ways. Over viewing all the structures
and plots in both hero epics and illusion
stories, it is easy to identify that most
illusion stories came into being earlier
than hero epics, especially for those
which can be classified as both illusion
stories and hero epics. The comparison
between Kazakh folktales and hero epics
reaches the finding that much more
folktales exist rather than hero epics and
that there are plenty of stories without
verse form, while few hero epics without
prose form are spread. Tens of hero epics
which are currently spread among Kazakh
people all take the form of prose while
few of the hundreds of the illusion stories
passed down nowadays among Kazakh
have got the form of verse. The present
thesis indicates through a comparison
among hero epics, crack shot stories and
illusion stories that both illusion stories
and hero epics share the same origin,
which provides for us a research method,
especially on hero epics which came into
existence earlier than illusion stories.

For instance, the worships of livestock,
sage and Mother Nature in hero epics
can be proved through illusion stories.
The comparison between the two can
help us explore the root of certain cultural
phenomenon so that the culture of the
nomadic tribe can be better understood
[9,p.12-15].
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NPOCTPAHCTBO
Y3BEKCKOJA

3YXPA PAXUMOBA
(TamikeHT, Y36ekucran)

NAPAH/XKA - MAFTMYECKOE NPOCTPAHCTBO Y3BEKCKOM YXEHLWHbI
(K UICTOPMM JKEHCKHUX r0JIOBHbIX HAKUAOK LIEHTPAJ/IbHOM A3UM)

AGcTpakr

B M3y4yeHUn HaunoHanbHOro KocTioma LleHTpanbHon A3un oco6oe 3HaveHne NnpuobpeTaeT 3HaHKe

MUCTOPUKN U CEMAHTUKM OTAE/NbHbIX 31EMEHTOB KOCTIOMa. CTaTbs MOCBALWEHa BONPOCY reHe3nca, CEMaHTUKK

W BPEMEHU MOSIBNEHNS MapaHaXM — 0CO60ro YAMYHOro roN0BHOMO Xanarta cpeHea3naTCKUX XKEHLLMH
(y36e4eK 1 TagKmyekK), pacrnpocTpaHeHHoro B XIX — Havane XX ctoneTtus, noj KOTOPbIM OHWU CKpblBau

CBOM nnLa v dUrypel, BoIXoas U3 goma. [leKopaTMBHOE pelleHre napaHaKmn, CEeMaHTMKa y30PO0B BbllLMBKH
Ha Hel — TeMa ocobas v Tpebylowas cneuunanbHOro nccnegoBanuns. Lienb e gaHHoOM cTaTbn — NOKasaTb
3BOMIOLMIO MapaHLXM U NpeBpaLleHne ee B crelMdrUeCcKyo YIMYHYIO KEHCKYI0 oaexay. [Ans nsydyeHus
napaHaxu NpuBNeKanncb NaMaTHUKKM M306pa3UTENbHOMO MCKYCCTBA, B YaCTHOCTM MUHMATIOpHas

*usonucb LleHTpanbHon Asnn XIV=XVII BB., KOTOpasi, HECMOTPS Ha YCIOBHOCTb M306pasnTeNbHOro A3blKa,
npeaocTaBnSeT YHUKaNbHbIA BU3yasbHbI MaTepuan, LWWMPOKO UCMOb3yeMbI B JAHHOM KOHTEKCTE BNeEpBbIE.
Hay4yHaa HOBM3Ha cTaTbM B TOM, YTO MO AaHHbIM CPeLHEBEKOBOWM MUHUATIOPbI MOATBEPIKAAETCH MHEHNE
3THOrpadoB O MPOUCXOKAEHMUM NAapaHAKM U3 HANIEYHOro xanaTa U YyTOYHAEeTCS BpeMs BOSHUKHOBEHUSA —
cepeaunHa XVl B.

MosiBneHne napaHgXm 6biN10 06YCNOBAEHO KaK NPaKTUYECKUMU MPUYMHAMU — 3allMTa OT COMTHEYHbIX fly4en 1
Marvyeckas 3almTa, Tak U MEHTaNIbHbIMU U 3CTETUYECKUMMU.

KnioueBble cnoBa: vicnam, }KeHCKMe MOKpblBana, rofioBHble HAKUAKW, MUHUATIOPHAs }UBOMUCH, KAHAMUC,
dapagKus, YayBaH, CO4BOK, CEMaHTUKa.

NAPAHXA - ©35EK 3MENAEPIHIH CUKbIP/IbI KEHICTIFI
(OPTA A3USl SHENAEPIHIH BAC YXAMbUIFbIChI TAPUXbIHA)

AGcTpakT
OpTa A3USIHbIH YATTbIK KOCTIOMAEPIH 3epTTereHae onapabliH, *KeKe 6enlleKTepiHiH Tapmuxbl MEH CEMaHTUKachl
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epeKle Hazap aygaptagbl.Makana XIX Facblp MeH XX FacblpiblH 6acbiHAaFbl YUAEH WbIKKAH aMenaiH,

O3iHiH 6eT-aNeTiH XaHe NilWiHiH XXacblpblN KUreH NnapaHXaHblH (636eKTEP MEH TOXIKTEP) reHe3uciHe,
CeMaHTMKacblHa KoHe Kan Ke3eHae nana 6onraHablfbiHa apHanFaH.[llapaHKaHblH COHAINITI, OHAAaFbI
OpHEKTEPAiH CeEMaHTUKachl — apHaWbl 3epTTeyai Tanan eTeTiH TaKbIpbin. MaKanaHblH, MaKcaTbl — NapaHKaHblH,
OaMYblH XaHe OHbIH, onenaepaiH Kele KnimiHe anHanyblH KepceTy 60bin Tabblnagbl.lapaHKaHobl 6iny

YWwiH 6enHeney eHepi eckepTKiwTepi, XIV-XVII Facbipnapaarbl Opta A3usiaarbl MMHWATIOPA KECKiHaemenep
KapacTblpbligbl. MakanaHbIH FbIIbIMU XKaHanblfbl, aTHOrpadTapablH anTybl 60MbIHWA, OpTa FacblipAarbl
MUHKWaTIopanap napaHkaHblHXVII FacblpfblH OpTacbiHAAFbl UbIKTbIK XanaTTaH WblKKaHAbIFbIH aHbIKTanabl.
MapaHKaHblH Nanaa 60nybl NPaKTUKanblk cebentepmeH 6annaHbiCTbl — KYHHEH XOHE ThINICbIM KyLTepaeH
KOpFaHy.

Tipek ce3aep: vcnam, aMengep *KaMblIFbiCbl, 6ac KaMblNFbICbl, MUHWATIOPAI KECKIHAEME, KaHAWC, dapamxus,
6eT nepae, CO4BOK, CEMaHTUKaA.

PARANJA (BURQA) IS A MAGIC SPACE OF UZBEK WOMAN
(ON THE HISTORY OF FEMALE HEAD SCARVES IN CENTRAL ASIA)

Abstract

In studying the national costume of Central Asia it is particularly important to know the history and the
semantics of the individual elements of the costume. The article focuses on the genesis, semantics and
time of appearance of paranja (also known as burga), a special street head robe of the Central Asian women
(Uzbek and Tajik women) distributed in 19th — early 20th centuries, under which they hid their faces and
bodies when they went outside. Decorative solution of burga and semantics of patterns of embroidery on it
is a special theme and requires a special study. The purpose of this article is to show the evolution of burga
and its turning into a specific street women's clothing. The study of burga involved monuments of fine arts,
in particular the Central Asian miniature painting of 14th - 17th centuries which, despite the conventionality
of visual language, provides a unique visual material, widely used in this context for the first time. Scientific
novelty of the article is that the opinion of anthropologists about the origin of the veil of the shoulder gown
and specified time of occurrence - the middle of 17th century is confirmed by the medieval miniatures. The
appearance of paranja has been associated with both the practical reasons, such as protection from the
sun's rays and magical defense, as well as with mental and aesthetic reasons.

Keywords: Islam, female garments, head scarves, miniature painting, kandis (Iranian robe), faradjiya (a
cloak with loose sleeves), chachvan (a thick veil across eyes), sochvok (false sleeves in burga), semantics.

McTopusa y36eKCKOro KOCTIOMa HarnsaHo OCOBGEHHO MHTEPECHBIM

OoTparkaeT Tpaauumn, CBA3aHHbIE C NpeacTaBnAeTCs }EHCKUN KOCTIOM
3THUYECKOW M 0OLWECTBEHHO-MONMTUYECKON  MPOLLUbIX 3MNO0X, OTAENbHbIE €r0 BUbl U
nctopuen HapoaoB LieHTpanbHOM A3uH, 3/IeMEHTbI, aKKyMy/IMpoBaBLlu1e B cebe

a TaKxKe rocyaapcTs, PacnoIOKEHHbIX caMble YCTOMYMBbIE TPAAULMOHHbIE

Ha Benukom LenkosoM nytu. B cBoem npefcraBneHns y3abeKCKOoro Hapoaa
pPa3BUTUKN Y3OEKCKMIM KOCTIOM NpoLLen 0 KpacoTe, 3TUKE U YyTUIUTapPHOCTH.

psia 3TanoB, CBA3aHHbIX C UCTOPUYECKUMMU Ero npoucxoxageHue, ceMaHTHKa,
COBbITUAMM, KOTOPbIE MPOUCXOANIN Ha [lEKOpaTUBHOE peLleHne Bbli3blBaOT
TeppUTOpUM Y3BEKUCTaHa B IPEBHOCTH NOBBbILLEHHbIN UHTEPEC HE TONbKO KaK

(I TeIC. 8O H. 3.), aHTM4HOCTH (III B. YacTb KYNbTYPbl TPAAULIMOHHOW O4EXAbI
10 H. 3. — lll B. H. 3.), paHHem (V-VIII MPOLLSIOro, HO U B CBA3KU C BO3POXAEHNEM
BB.), 3pesiom (IX—XV BB.) U NO3gHEM HaLUMOHaNbHbIX TPaAULMIN, MOUCKOM
CpenHeBekoBbe (XVI-XIX BB.), a TaKxe HaLUMOHaNbHOM UAEHTUYHOCTH, aKTyalbHbIM
B neproabl popMMpoBaHMS y36EKCKOM [Ns1 BCEro NoCTCOBETCKOro NPoCTpaHCTBa.
rocylapCTBEHHOCTH, NPUCOEAUHEHUS MNoxanyn, caMblM MHTPUTYIOLLIMM BUIOM
K Poccumn, peBontoLnm, ycTaHOBNEHUS YEHCKOW ofexabl y36eKOB 1 TagXXUKOB,
COBETCKOM BNacT U COBPEMEHHOCTH. B HacTosLee BpeMs NMoYTHU UCHESHYBLIUM
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n3 obunxoaa, ABNGETCS NapaHaXKa, Kotopas
elle HeJaBHO cyuTanachb NpPU3HaKom
KOCHOCTH, PENIMIMO3HOro Mpakobecus u
deonanbHOro NopaboLLEHUSA HKEHLWMHDI.
MapaHaKa npeactaBaseT cobou
LMHHBIN U LWWMPOKKIM Xanat C Y3KUMMU,
ANMHHBIMW 10 NoA0Na JIOXKHbIMU pyKaBaMu
(COYBOK), OTKMHYTLIMW Ha CMKUHY U
CKpenieHHbIMU MeXay co6on. IToT
XxanaT HaKMAblBaeTcqa BOPOTOM Ha rosoBy
noBepx naatka unn Tiobetenku. Mpu
3TOM Ha NIML0 *eHLWMHbI HabpacbiBaeTcA
pas3HOM ANMHbI NPAMOYrofibHas CETKa U3
4YepHOro KOHCKOro Bonoca — YyawmbaHa
(TampK. — nMuUeBas 3aHaBeCKa), U
YyayBaH (TIOpK., y36.), YallMaH, YAMMET,
KaK ee Ha3blBaloT B Pa3HbIX MECTHOCTSIX,

Puc. 1. Cpenneasunarckas napanmka XIX — nauana XX B.

KoTOopas yAepMBaeTCs Ha roIOBHOM
y6ope C MOMOLLbO NETAN U MYroBULbI,
NPUKPENNAEMbIX K BEPXHUM KOHLaM
YyayBaHa. YauyBaH, CKpbIiBas NLLO, B TO e
BpeMs NO3BOJISET XKEHLMHE BUIAETb BCE,
YTO NMPOUCXOANUT CHapy*u (Puc. 1).

Opetasn B NnapaHaKy TEMHbIX LIBETOB
C OMYLLEHHbIM YEPHbIM Ya4BaHOM
EeHLUIMHa NPoM3BOANT BrevaTieHne
4ero-To TaMHCTBEHHOTO M }KYTKOro, MOXeT
OblTb MO3TOMY C NapaHAXon B HAapOAHOK
cpefe cBsA3blBaiv MHOIME CyeBepus u
npenyéexaeHus, coxpaHusLuMecs 1o
Hallero BpemMeHu. N3BecTHO, 4TO npu

BXoAe B OM, HE3aBUCHMMO OT TOr0, X035IMKa
OHa WK roCTbS, XeHlWMHa [0/13KHa Oblna
CHMMATb NapaHOXKy M YayBaH, YTOOb!

He NMPUHECTU C COBON OTpULLATENBHYIO
3HEPruio U3BHe.

M TonbKo o6MbIiBanbLmLLam
NOKOMHMKOB NMO3BOJISNOCH BXOAUTb B 10M,
He CHSB NapaHXu. BonTn B unuuie, He
CH$IB NapaHyKu, 03Ha4asno noxenaHue
CMEPTH, 1 3TO BbINI0 CaMbIM CUJTbHbIM
OCKop6neHneM. Belwatb napaHaxy B
[IOME MPU XMU3HM BbIIO HE NPUHATO, TaK
KaK CYMTasioCb, YTO 3TO MOXKET HaBJieyb
cMepTb. Ee Belwanu B JoMe TONbKO B
cly4yae BO3BpalleHUs ¢ Knaabuua.
O6bI4YHO, UASA B TOCTU, KEHLLMHbLI CHUMAIK
YayBaH BO ABOPE M OXKMAanu Bbixoaa
XO3§MKM IoMa, KoTopas 1 AoMKHa 6bia
CHATb C MPULLIEALIEN NapPaHIXKy, MHaYe
370 03Ha4yaso 6bl HeyBa)keHue. Ho Ha
NOMMWHKax npuealmne o6a3aHbl Obinv
CaMW CHATb ¢ cebs napaHmxKy U, He
JOXMaasicb X039€B, Kyaa-HMbyab ee
NONOXNUTb. HeNb3s 6bI10 TaKXKe HaJeBaTb
YyXKyl0 NapaHaxKy, YTo6bl HEe NpMoBpPeCcTH
6051e3HeN 1 HEB3roj ee obnagaTenbHULbI.
Bo3MO0XHO, TaKoe OTHOLLEHNE BbIN0
CBS13aHO C YepHbIM LBETOM Ya4yBaHa,
KOTOPbIX B TPAANLIMOHHOW LIBETOBOMW
CceMaHTUKe cuuTasncsa npuBneKawmm
HecyacTbs [25, ¢. 44]. HeratuBHoe
OTHOLLUEHME K NapaH/XKe oTpaXkanocb
Ja)Ke B TOM, YTO LMW 3TOT BUA OAEX bl HE
[loMa, B OT/IMYKE OT NS1aTbeB WK XanaToBs,
a nopy4anu crneumanbHbIM MOPTHUXAM,
paboTaBLUIMM Ha 3aKa3 U Ha PbIHOK,
BCSAYECKM yOnarkasa nx nogapkamu [25, c.
44].

[0 HacTosLLErO BPEMEHU YYEHbIE
elle He onpeaennince ¢ TeM, CHUTaTb K
napaHaxy ronoBHoM oaexaon [9] nnu
cneundryecKnmM BUAOM XEHCKOro xanara,
MCMOJIb3YOLMMCS KaK roloBHON y6op [24;
25], n 10 cux Nop nayT cropsbl, Kacatolmnecs
€€ NPOUCXOXKAEHNSA U CEMAHTUKM.
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B uenowm, B nutepatype v 6bITy
yTBEPANIOCH MHEHWE 06 UCTaMCKOM
npupoae napaHaXKu Kak cumBona
}EHCKOro 3aTBOPHUYECTBA,
orpaHuMynBatoLEero NPOCTPaHCTBO
nepeaBUKEHUS KeHLWMHbI JOMOM U
cemben [11, c. 44], Tak Kak B KopaHe
EHLIMHaM peEKOMEHOYETCH CKpbIBaTb
cebs OT MOCTOPOHHMX B3MAA0B: «NyCThb
OHW cOMKaLOT Ha cebe CBOU MOKpbIBana.
370 nydlle, Y4EM UX Y3HAIOT; U HE UCMbITAlOT
OHW ocKop6neHuns» [KopaH, cypa
33:59]. Taknm 06pa3om, PeNUrMo3Hole
peKoMeHauun He NPOTUBOPEYUIN
JPEBHUM 0b6bl4YasiM n3beraHus,
COXPaHUBLUMMCS 0 aTHOrpadUyecKoro
nepuoja, cornacHo KOTopbIM 40
NOSIBJIEHUS NEePBOro pebeHKa KEeHLLMHA
[I0/1}KHa 6blna n3beraTb B3MNS/40B CBEKPa
n neBepen, n tem 6onee NoCTOPOHHUX
MYXUMH [9, c. 191-195]. 1o MHeHUIo
M3BECTHOTrO NeTepbyprcKoro aTHorpada
P. PaxumoBa, «[MOKpblBana- HakUaKku
Obl/IN CBAA3aHbl HE C MYCYJIbMaHCKUMU
06bl4assMM 3aTBOPHMUYECTBA XKEHLMHbI,

a ABNANMCb HacneamMem BecbMa
OTAa/IEHHbIX JOMCTAMCKMX NpeacTaBneHun,
MHTErpPUPOBaHHbLIX B CUCTEMY UCTAMCKUX
LLEHHOCTEN 1 BO33peHui» [21, c. 241].
KaK cyMTaeT y4eHblin, «<BO3HUKHOBEHKE
3TOM OfeX bl C IONOJIHAIOLLEN ee B TOU
NN MHOW dopMe 3aHaBECKOM CKPbITO

B rNy6uHe NoBepun 1 NpeacTaBieHnm
npeawecTBYOLLMUX Ucnamy BpemeH». U
NoKpblBaso, 1 nnLeBas ceTka, BOSMOXHO,
«Obl/IN UHTETPUPOBaAHbI B UCITAMCKYIO
KynbTypy BCNeACTBME YCTOMYMBOCTHM UX
JPEBHUX KOpHeW» [21, ¢. 241].

CdopmmpoBaHHOE B NepBbIe rofbl
COBETCKOW BNacTu yéexaeHue o
PENUTMO3HOM 3HAYEHUU NApPaHIKM
cnpoBounpoBano B 20—30-e roabl XX B.
ABUXKEHUNE XY[IKYM, LIENIbI0 KOTOPOro
aBasnacb 6opbba C 3TUM BUIOM KEHCKOM
oaexapbl B CpegHen Asuu. NybnunyHole

40

MacCCOBbI€ COMXKEHUS MapaHOKu
npeBpaTUINCb B HEKUN CUMBOJT 60PLOLI
NPOTUB «PEIMTMO3HOIO YTHETEHUS KEHLLMH
B Mcname» n K KoHuy 1940-x — Havany
1950-x rogoB napaHmxa GaKkTU4ecKu
BblLL/1a U3 ynoTpebrieHus.

Bonpoc o npoucxoxaeHuu,
Ha3Ha4YeHUU U BPpeEMEHMU NMOsIBIIEHUS
napaHauv HeoA4HOKpaTHO obCyxKaancs
cneumnanuctamu. O. A. CyxapeBa cuuTaer,
YTO NapaHKa NPoM30LLia OT MYXXCKOro
napagHoro xanarta dapaus n ctana
ynotpebnatbcs He paHee XVI B. [24].

Mo MHeHuio O. A. CyxapeBoW,
BbICKa3aHHOMY €10 B Apyron paboTe,
napaHaya rnosiydymna pacrnpoctpaHeHune
TOJIbKO BO BTOPOW NosioBmHe XIX B.,
0COBGEHHO nocne NPUCoenHeEHNS
CpeaHen A3uum K Poccun. 1o atoro
BPEMEHMU MNPU BbIXoAe U3 I0Ma KEHLLMHbI
HabpacbiBanu Ha rosioBy 0Co60ro poja
YEHCKMe pacnallHble xanaTbl — MyHUCaKK
[25]. H. T1. Jlo6a4yeBa yTO4HSAET, 4TO
napaHaya cpegHeasnaTCKUX eHLWmH
3BOJIIOLMOHMpPOBaANa He U3 MY>KCKOM, a 13
YEHCKOW Nne4yeBon pacnallHOW oaex bl
(*KeHCcKon dapaKus) B rONOBHYIO HAKUAKY
C BOJIOCSAHOM CETKOWM NS 3aKpbiBaHUSA
JIMLa 1 reHeTUYeCKM cBA3aHa C ApPEBHUMM
dopmamu oaexabl HaceneHus CpeaHen
A3uun [11, c. 47]. 1o ee MHeHUIO, NapaHKa
B deofanbHylo 3anoxy Mmena penmruo3Hoe
3HayeHuMe B COOTBETCTBUKU C HOPMaMK
nuciamMa, CoxpaHsis ApeBHIO OCHOBY,

M BO3HWKIA He paHee XVII B., TaK KaK
M3BECTHbIE €M KHUXHble MUHUaTIOPb! XIV—
XVI BB. He JaloT n306parKeHns napaHaxKm,
a B MMCbMEHHbIX UICTOYHUKaX NepBble
YAOMWHAHUS O FONOBHbIX HAKMAKAX
oTHocaTtes K XVIIEB. [9, ¢. 190-195].T. A.
[yrayeHKOBa cyuTana ee NPOUCXOXKAeHKEe
6oJiee peBHUM 1 CBA3bIBana C
cpefHeasnaTCKMMU HaKMaKamun 60rMHb
nnopopoaus [20, c. 192]. }eHcKas
oaexnpa B CpegHen A3nn B BUaE HAKMAOK
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LLIMPOKO U3BECTHA HE TOJIbKO MO APEBHUM
n306paxeHnsaM B cpeHea3naTCcKom
KOpOM/acTUKE, HO U MO HAaCTEHHbIM
pocnucam bananbik-Tene [2; 13, puc. 6
Hac. 49], a TaK}Ke aHTUYHOMY UCKYCCTBY
Xopesma. 1o KpassMm HaKkuaKa 4YacTto 6bina
oTaenaHa 6ycCMHamMu UK HalIMBHbIMUA
OnAaWKaMn 1 Mena NPopesn Ans pyK, Kak
Ha NapaHyKe Havyasna NpoLsIoro CToNeTUs,
a 370 No3BoONSAET npegnonaratb, YTO OHa
3apoamnnach B APEBHOCTH.

MHTepecHasa BepxHss ofexaa, Kotopas,
Ha Hal B3rnsj, Takxe Mmorna 6bl 6biTb
OZIHUM M3 MPOO6GPa30B NapaHIKM,
HaWeHa B MOTUIbHUKE 3aHrynyK B
CuHbU3sHe (II-1 Tbic. Ao H. 3.). OHa 13
TONCTOM ro6en1eHOBOM TKaHW KOPUYHEBOTO
LBeTa v npeactaBnseT pacnallHon xanat
C Y3KMMM CBEAEHHBLIMW Ha HET JTOKHbIMMU
pyKaBamMu. Xanat 6bl/1 HAbpOoLLEH Ha
NOKOMHOoro. o MHeHuto . ManTaMHOBOM,
3T0 KaHAUC — LIMPOKO PacnpoCTpaHeHHbIM
B MPAHCKOM MUpe xanart, HageBaeMbln
BHaknaky [12, 1. 1, c. 161]. Ero
N3006paxKeHUs M3BECTHbI MO HaxoAKaMm
AMyapbUHCKOTO Knajaa, XxpaHsauierocs B
bpuTaHckoM My3ee B JIoHAoHE [7, puc. 2].

B NnMCbMEHHbIX UCTOYHUMKaX IX B.
YNOMWHATCS KaK NOKpbIBana,

HOCUMbIE XeHLWKWHaMN Ha yiuLe, TaK

N 3aKpbiBatoLLLas GUrypy ¢ rosioBbl A0

NAT OfeX/aa B BMAE XanaTa C LUMPOKUMMU
[UTMHHBIMW pyKaBaMu, yKpalleHHas
BbILUMBKOW W AparoueHHbIMKU KaMHamu [20;
9, c. 41]. KnaBuxo, nocetuBLuMn Tebpn3a
no nytm B CamapkaHga B Hadane XV B.,
coo0OuaeT: B Te6pn3e *KeHWunHbl «xxoaaT
COBCEM 3aKyTaHHble B 6esble NoKpbiBana
N C CETKaMM M3 YEPHbIX KOHCKMX BONOC
nepep rnadamu» [8, c. 293]. 3aH ag-anH
Bacudu (1485-1551) B cBOMX MemMyapax
«YOMBUTENbHbIE COObLITUSA» YTOMUHAET
dapamKmna, KaKk xanar ans Myx;4mnH u
¥EHLMH, HOCUMbIW B [epaTte B KOoHLEe

XV B. [4]. B ocHOBHOM, npu TuMypuaax

n LenbaHngax TepMUH «papagKus»
YNOMUWHaETCs B MUCbMEHHbIX MCTOYHUKaX
B 3Ha4YeHWU «MapafgHbli xanat [15, c. 71;
20, c. 190]. 06 ob6blyae cpegHeasnaTCKnX
KEHLLMH NPU BbIXOAe U3 A0Ma HaKUAbIBaTb
Ha roJsioBy xanat coobuwatot W. Magplwes
n /. B. MypaBuH, B 1740-1741 rT.
coBepluMBLIKe nyTewwecTeue n3 OpcKa

B XMBY W 06paTHO [18]. Pycckuin oduuep
®. EppemoB, NobGbIBaBLUMIA BO BTOPOW
nonosuHe XVl B. B byxape n Xuse,
TaKXe oTMeYaeT 4To: «KEHLLMHbI CBepX
nnartbs HageBaloT dapagKu, TO eCTb
YKEHCKWM xanar, y KOero ¢ rofioBbl 4o N4t
pyKaBa BeCcbMa y3K1e, BMECTE CLUUTbIE U
nyLIeHHble Ha3af, A/IMHOK HUMXKE UKOP...
Ha n1uo HageBaloT BOMIOCAHbIE CETKM,
OHble Ha3blBaOTCA YallMaH» [6]. Apyroe
onuncaHue octasun dununn Hazapos,
no6biBaBlLKiK B TallkeHTe B 1813 -

1814 rr.. [1o ero cnoBam, Te XEHLMWHbI,
KOTOpPbIX OH BMeN Ha 6a3ape, Oblnu «Moj
noKpbiBanom». OHW «<HaKMAbIBaOT Ha cebs
xanartbl... a Ha JIMLLO OMNYyCKatoT BOJIOCAHYIO
CETKY, KOTOpas NpuLIMBaETCs K xanaTty»
[17].

1o MHEHMIO PAfa YYEHbIX
(I. A. NyrayeHkoBa, H. 1. Jlo6a4yeBa),
dapamxua Bo3HMKNa B ErnnTe, oTKyaa
pacnpocTpaHunach B Apyrue BOCTOYHbIE
cTpaHbl [20; 9].

I. A. llyrayeHKoBa coo6laeT, 4YTo
6oratasi HaKMKa co CNyCKatloLWMMUCS
pyKkaBamMu, HabpolleHHas Ha njaeyu
noBepx nnaTtbs, U3BECTHA MO OAEAHUAM
TeppPaKoTOBbIX GUTYPOK, OBHaPYKEHHbIX
Ha ApeBHUX ropoguuax CamapkaHaa U ero
OKPECTHOCTEN N OTHOCSALLMXCS K paHHEMY
CpeaHeBeKkoBbio [20, ¢. 38—-41]. Ha Halw
B3N, ApeBHUM NPOTOTUNOM dapaKnn
MOT 6bITb BEPXHMIM pacnallHOm xanaT ¢
[NTMHHBIMUW Y3KUMW pyKaBaMW — KaHauc, o
KOTOPOM rOBOPMSIOCH Bbille. BO3MOXHO,
YTO HEraTMBHOE OTHOLLEHWE K NapaHaXe
BOCXOAMWT K APEBHMUM BpeEMeHaM, Koraa
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€e HakublBaln Ha NOKOMHOro. B HeKo-
TOPOW CTENEHN reHE3NUC NapaHIKu

MOXHO NMPOCNeanTb N0 MUHUATIOPHOM
*¥unsonucu Boctoka. CyllectByeT MHEHHUE,
YTO KEHCKas ofexkaa npeacTaB/ieHa B
MWHUaTIOpax Xyxe, 4em MyxckKag [5, ¢. 5O].
OaHaKo, No HaWKuM HabaEHUAM, OHa
npeacraB/ieHa B TaKOW CTENEHU, KoTopas
NO3BOJISET NPOCNeanTb CoLManbHble

M BO3paCTHble pa3ninyunsg, a Takxe
BbISIBUTb HEKOTOPLIE cneundnleckme
BW/bl YXEHCKOWM Ofi€}/bl, OTCYTCTBYIOLLME

Y MYXKUMH [22, ¢. 152-165; 23]. Taknm
cneundUyYecKn }eHCKMM BUAOM oAexabl 1
Oblna napaHaa. bonee T0ro, Mbl MOXeM
no MUHUATIOPaM yBUIETb €€ reHe3UC U
3BOMOLMIO. HEKOTOPbIE UCCeaoBaTENM, He
nMes BO3MOXHOCTU M3y4aTb [laHHbIM BU]
OfleX bl B OpUTrMHanax Heonyob/IMKOBaHHbIX
cpeHEeBEKOBbIX PYKOMUCEN, CHUTAIOT,

YTO «OTCYTCTBME B MUHUATIOPE HEHCKMX
nepcoHa)en ¢ NoKpbIBalOM CBA3aHO He

C peanusaMun cpeaHeBEKOBOW }N3HW, a CO
cneymduKon camoro M306pasnTesibHoOro
}aHpa, KOTOpPbIM OrpaHnU4YnBaeT
BO3MOXHOCTHK CO3/[1aHUS EeHCKUX 06pa30B
B NMOKpbIBane, KOTOPOE CKPbIBAET QUIypy».
Mo MHeHuto P. PaxumoBa, 3T0 06bsCHSAEeTCH
TEeM, 4YTO AENCTBUS B MUHMATIOPaX
NPOUCXOAAT B 3aKPbITOM NMPOCTPaHCTBE
AOMa unu aBopua, «no3BoNgoWeM
EHLINHE OblTb «<He3aBYya/IMPOBaHHOM»
[21].

[To HaWKWM HabNOAEHUAM,
N300paXKEHUS }EHCKON YIMYHOM OAEXKbI
B MUHMATIOPaXxX He TaK YK peaku. OHK
BCTpeYyaloTCs B CLEHax, MPOMCXOAsLLMX 3a
npenenamu ABopLa uin goMa — B MEYETH,
Ha ynuue, nepea JOMOM,

T. €. B NPOCTPaHCTBE, rae oHa Ao/MKHa
CKPbIBATbCS OT MOCTOPOHHUX B3MNSA0B.

Mo n306parKeHNAIM Ha U3BECTHbIX
HaM MUHUKaTiopax MpaHa n LeHTpanbHon
A3unun XIV=XVI BB. Mbl MOXXEM BUAETb,
4TO NepBOHayanbHO BbIXOOHOWM, YIMYHOM

42

OJIeX 0N eHWwmnHbl Ha CpegHeM BocTtoke
Oblnn 60/blUME LIMPOKKE NOKPbIBana,
KOTOpPbIE MOMIHOCTbIO MOI/IM CKPbIBaTb
durypy. Mix HabpacbliBanu Ha Mnneyu u
rONOBY MW AOMNONHANM MNATKOM, OJAHUM
KOHLLOM KOTOPOro 3aKpbiBa/n MU0 A0 rnas
[1]. B paHHETUMYPUACKOWN MUHMATIOPE,
BblNonHeHHoM B LLlnpasze

B 1410-1411 rr., u B UpaHCKOM
MUHKWaTIope XVI B. Mbl BUAUM
N306parKeEHNS KEHLMUH, 3aKyTaHHbIX

B 6e/10€ NOKPbIBaJIO C OTKUHYTOM Ha
CIMUHY YEPHOM CETKOM M3 KOHCKOIo
BoJioca [26, 23, 30], aHanornyHbIx
onucaHHbiM KnaBuxo [8, ¢. 293]. B npaH-
CKOM MUHMaTIope 1582 . XKeHlWuHa
n3obparkeHa B 6€/10M NoKpblBase ¢
ronybon ceTKomn, 3aKpbiBatoLWen N1Lo Ao
rnas [27].

HeHcKune nokpbiBana 6biKn LWWPOKO
pacnpocTpaHeHbl U B MaBepaHHaxpe.
HeHWKWHbI Ha MHOTUX BYXapCKMUX
MUHUKaTIopax XVI B. 3aKyTaHbl B map4yoBble
NpPsMOYrofibHon GopMbl NOKpbIBana ¢
NOAKIaAKON U3 ApYyron TKaHu nnu mexa [3;
18] (Pwuc. 4, pur. 1-3). Papagxum e Ha
repaTcKux n 6yxapcKkux MmHuatiopax XV—
XVI BB. n306parKeHbl B Ka4ecTBe BEPXHUX
pacnallHbIX NapagHbIX XxanaToB Cy/TaHOB,
NpWOBOPHOM 3HATU U AyXOBEHCTBa [23, C.
90]. OHM U3 GPKMNX OOHOLIBETHbIX TKAHEN,
6oraTo pacliuTble Ha rpyau, CNMHe U
no nogony. Cyas No n3obpaxKeHnsam Ha
MWHUaTIOpaXx, aHalOrMYHbIE MYXCKUM
dapamKua B 3TOT Nepuo HOCKUIn
TaKXe U KEHLLMHbI, HAKMHYB 1X Ha

Puc. 2. )Kenckas papamxusi, Hapon. «Ca66a Caepa»,
Byxapa, 960/1553 r., Okcdopa.
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naeyu unv BAeB B OAMH pyKaB. OHU
UMeNu paspesbl Ha YPOBHE Mpeanieyss,
B KOTOpble NpofeBanun pyKu, a octasibHas
4yacTb AJIMHHbBIX PYKaBOB 3a4acTylo urpana
YUCTO AEKOPATUBHYIO POSb, CBOBOAHO
cBucas no 6okam [3; 16; 23, ¢. 118, 127,
135] (Puc. 2).M TonbKo B MUHHWaTIOpax
byxapbl cepeaunHbl XVII CTONETUS Mbl yKe
BMAMM BMECTO NOKPbIBaN B Kayectse
YIMYHOMN OfeX bl Ha XEeHLMHaxX KOPOTKHe
WK GJIMHHbIE XanaTbl, HAabPOLEHHbIE

Ha nneyun unu rososy [16, 18] (Puc. 4,
dur. 4-7), a no3gHee — HaKUHYTLIN Ha

Puc. 3. [Tapanmxa. Munnatiopa «Xamca Huzamu»,
1058/1648 r. Byxapa. Poccniickas Haumonansnas
Bubanoreka, Caukr-ITerep6ypr.

rONOBY Xanat Tuna napaHaxu ¢ Ya4BaHOM
[19, unn. 109]. (Puc. 4, dur. 8.). 310
NnoATBEPXKAaeT MHEHWE 3THOrpadoB

0 BO3HUKHOBEHUM napaHaxu B XVII
CTONETUU, KaK HaM npeacTaBnsercs, B
cepeaunHe XVII B. (Puc. 3).

K XVIII ctoneTtuto napaHaxa
OKOHYaTeNbHO C/IOXKUNacb Kak ocobbln
BW rOPOACKOM EHCKOM YTMYHOM OfeXK/bl.
B XIX B. €€ HOCUNU XKEHLLMHbI U IEBYLLKHK
BCeX BO3pacToB. HauynHasa co BTopou
NosioBMHbI XIX B. pacuBeTKa napaHaxu
cTana Heobbl4arHO apKon Gharogaps
NOSAABJIEHUIO U PacnpocTpaHeHuo
OAHOTOHHbIX pabpHUYHbIX TKAHEN PYCCKOro

W €BPOMNENCKOro NponM3BOACTBa: 6apxaTta,
TadThl, WenKa. [IeBOYKM 1 AeBYLLIKWU HOCUU
KpacHble napaHarKu, MoSioAble KeHLWMHbI
— SAPKKUX OTTEHKOB }KEJNITOro, CUPEHEBOTO,
$1ONeToBOro UBETOB, /IUlb MNOXKW/ble
YEeHLWMWHbI MPOoA0IKaNM HOCUTb NapaHKK
N3 MECTHbIX KYCTapHbIX MONYLLIENKOBbIX
(mapu-nata) unm 6yMaHblX TKaHen
(anaya) — TeMHO-CEpPOro, 3ef1eHoro,
MbILLMHOTO UK CepebpurCcToro LIBETOB.
Bonpoc o cemaHTMKe napaHmxu
OoCTaeTcsd O[IHUM U3 CaMbIX HEU3YYEHHbIX.
Ha Haw B3rngaa, nosiBaeHue B ApeBHOCTH
ofleXbl, CKpbIBatOLLEN GUTYPY KEHLLMHbI
B YC/IOBMSAX }apKoro KnMmaTta CpegHen
A31u, 6bINO BbI3BBAHO HE CTONLKO
pPennrMo3HbiMU NpeanucaHnamm, Tem
6osiee, 4TO UCNaM Ha TEPPUTOPUN
CpeaHen A3unu yTBEpPAMIICS NO3OHEE,
CKOJIbKO MPaKTUYECKUMU, MEHTANIbHLIMU U
3CTETUYECKUMMU: HEOBXOAUMOCTbBIO 3aLUUThI
OT He61laronpUATHOro BO3AENCTBUS
COJTHL,@ U CTPEMIEHUEM COXPaHNUTb 6enyto
KOXY, KoTopas TpaAnLMOHHO cYUTaach Ha
BocTtoke npnaHakoMm KpacoTtkl. BmecTe ¢
TEM B MMPOBO33PEHNU OCENbIX U KOYEBbIX
cpefHeasnaTCKMX HapoaoB C APEBHOCTH
NPOYHO yTBEPAMUIACk Bepa B crfias 1
JencTBume 3/bIX cui. [10aToMy Henb3s
He cornacutbecsl ¢ MHEHWEM Paxmara
PaxvMmoBa, 4TO HOLEHME NapaHaXKu nNpu
BbIX04€e M3 JoMa (4acTo ¢ pebEeHKOM Ha
pyKax) cpefHeasnaTCKUMM KeHLWnHaMn
B YCNOBUSAX ropoja, BOCNPUHUMAEMOro
UMW, B OT/IMYME OT OMa, KaK vyxKoe
NPOCTPaHCTBO, ABNANOCH CPEACTBOM
«3allMTbl cCaMmnx cebs 1 geTen oT BPeaHOro
BO3/ENCTBUS BOOOPpaXKaeMbIX 3/blX
CUN (YULLM) B OKPYXKEHUU «HYXKAKOB»
B YC/IOBUAX rOPOACKOM MU3HU» [21].
3allnTHblEe CpeacTBa NapaHaXKu ycuamsarn
YyayBaH, TaK KaK KOHCKWI BOJIOC, U3
KOTOPOro ero genanu, ¢ 4peBHOCTH
cymntancsd 0Co6eHHO MOLLHBLIM 06eperom,
a ero YepHbln LBeT 6bln NpegHa3Ha4vyeH
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«OTOrHaTb 3N10BPEeAHbIE CUbl». «DapaHOKH,
KOTOpOe 3aKpbiBaso BCO GuUrypy
MEHLIWHbI MPU BbIXOAe U3 A0Ma, KaK
O6bl CUTHaANM3MpPOBasO O TOM, YTO OHa
Haxo4MUTCH B Npefenax CBOEro — eHCKoro
— MPOCTPaHCTBa, NpegHa3Ha4YeHHOoro en
Tpaauumnen. Takum o6pa3om, NOKpbIBasIo
C NIMUEBOW 3aHaBeCKOW nepej rnasamu
BbICTYMasa0 B HEKOTOPOM pPoae UMUTaLMEN
[loMa, XO39MKOW U yripaBUTENbHULEN
KOTOpPOro oHa 6bina (aBnsercs). OHO KaK
Obl 3aMEHSN0 CTEHbI ATOrO OMa, ClyXKa
30HOM ee 6e3onacHocTu» [21]. 31O cTano
0COBGEHHO aKTyallbHO Noc/ie 3aBOeBaHUS
CpenHen A3um uapcKkon Poccuren, korga
EeHLIMHa AoNXKHa Bblla CKpblBaTbCH HE
TONbKO OT MOCTOPOHHUX MYXK4YMUH, HO U
OT JII0OONbITHLIX B3/15110B MHOBEPLIEB,
4yeM 0OBbACHAETCS OCOBEHHO LLIMPOKOE
pacnpocTpaHeHWe napaHaxu B aToT
nepwvoga.

Taknm 06pa3om, yctonymBas
Tpagnums NpeaoxpaHeHns KEHLLMHbI OT
BHELLIHEro BO34EeNCTBUA CyllecTBOBana
C rny6oKOoM APEBHOCTU M OTpa3unach
B NOSIBJIEHWM 3aLUMTHOM OfeX/bl, B
KayecTBe KOTOPOM NepBoHaYvasibHO
BbICTyNasjia HaknaKa-nokpbiBasno. Ee
BO3HMKHOBEHME BblN0 CBSI3AHO KaK C
NPaKTMYECKUMU NPUYUHaAMKN — 3allmTa OT
COJIHEYHbIX Ty4en U MarMyecKkas 3awmTa,
TaK U C MeHTalIbHbIMW U 3CTETUYECKUMMU.
MNapaHaXa cpegHeasnaTtCKUX KeHWmH
npotuna 4oNrMm NyTb pa3BuTKS,
BO3MOHO, OT pEBHEr0 KaHamca,
TpaHchopMUpoBaHHoro B CpeHue BeKa B
dapaaua — HapaaHbIW Xanat ¢ AIMHHbIMMU
Y3KUMU pyKaBaMu, HaJleBaBLUUNCA KaK
HaKuaKa, 1 ganee B CO6CTBEHHO NapaHaxy
B ee crneyndunyeckom Buae. Bnepsble B
Ka4yecTBe YIMYHOW OJeK bl KaK XxanaT ¢
NML,EeBOM 3aBeCOoM OHa chopMUpoBanach
B cepeanHe XVII B. ke B XVI B. ANIMHHbIE
N HeynoOHble pyKaBa cTanu JeKopaTMBHOM
petanbto, a B XVl B. okoOHYaTeNnbHO

a4

Puc. 4 DBoniouust napanmku. Qur. 1, 2, 3,9 — nokpoiBasa;,
¢ur. 4—7 — xanarbl, HOCHMbIE Ha roJI0BE; (ur. § — xasar ¢
4auBaHOM (COGCTBEHHO MapaH/Ka ).

yTpaTuiin CBOE NPaKTU4EeCKOEe Ha3Ha4YeHne.

Bo BpemeHa no3gHero ¢peogannsma
Ha3Ha4YeHWe napaHiXu N3MEHUIOCh: OHa
CTafia CKPbIBaTb XEHLLMHY OT MOCTOPOHHUX
B3MN9/40B B CBA3KU C UCTOPUYECKUMU
COObITUAMM U HOpMaMu WwapuaTa (Puc. 4).
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AHUMALIUSA

ART STUDIES

YK 77.0
HAJE)KJIA BEPKOBA

(Anmatel, Kazaxcran)

AHUMALIUA KAK DEHOMEH KY/IbTYPHOTIO HACNIEQAUA
(HA NPUMEPE TBOPYECTBA PEXXUCCEPA-AHUMATOPA T. MYKAHOBOW)

AGcTpakr

B npeanaraemoi ctatbe Ha NpMMepe TBOPYECTBA HOCUTENS aNTalCKOW KynbTypbl, pexuccepa-
MynbTURAnKaTopa Tamapbl MyKaHOBOM paccMaTpuBaeTcs GeHOMEH CO34aHusA U OTpaXKeHUs B aHMMaLUMOHHOM
dunbme 06pas30B, CBA3AHHbIX C MUPONOrMYeCcKUM Hacneamem Hapoaa. Ocobbin MHTEpPeC NpeacTaBnseT
ABaguaTUMMUHYTHbIM GUnbM «Kanyu», CHATbIM Ha KMHOCTYAMK «Kazaxdunbm» B 1983 r. 3Ta 3HaUYUTENbHASA
pab6oTa NoceslieHa OAHOMY JHIO U3 KM3HM CTapOro YenoBeKa, CKa3nTeNa-Kamiu, nepexmnBatollero Kaxabiv
MU KaK JIM4HOE COKPOBEHHOE cobbiThe. PuUnbM caenaH B TECHOM MHOrOHaLMOHaNbHOM COAPYKECTBE B
YHUKaNbHOM TEXHUKE NepeKnaaKkmM Ha MHOTOSIPYCHOM CTaHKe No TEXHONOMrMK pexunccepa «Coo3mMynstdunibmar
KOpua HopwTtenHa. TanaHTIMBoe n306pasuTenbHoOE pelleHne Npu y4acTumn XyaoKHUKOB ApceHa 1 EneHbl
belceMOUHOBLIX CNOCOBGCTBOBASO CO3aHNI0 06Pa30B anTanckon MMbONOrnn 1 KynbTypbl. 3TM 06pasbl
BOo6Gpanu 0CO6GEHHOCTU B3anUMOAENCTBMSA NPUPOALI M 06LECTBA: B MUKPOKOCMeE dunbMa NEPCOHaXM 0XnBatoT
B TECHOM CBSA3M C NPUPOAHBIM OKPYKEHUEM. B MMPONOHUMaHWW anTanles, CKaablBaBlUEMCS B TeYeHne
ANWUTENbHOIO BPEMEHMU, U3APEBE NPUCYTCTBOBANIM OCHOBbI 3TUKM, KOTOPYIO CEFOAHS MPUHATO Ha3blBaTb
3KONOTMYECKON.

KnoueBble cnoBa: My/bTUNIMKaLKA, XyA0XKHUK, MUGbONOrUsg, HaluMoHanbHasa KynbTypa, Kanyum, npupoaa,
aKonorunyeckasa eunocoodus.

AHUMALIUAA MOAEHU M¥PAHBIH EPEKLUE K¥BblJ/IbICbI PETIHAE
(PEXXUCCEP-AHUMATOP, T. M¥KAHOBAHbDIH Y/ITICI BOMbIHLLA)

AGcTpakT

¥cblHbUIFaH MaKanaaa Antan MaeHUETIHIH eKifi, pexuccep-mynsTunankatop Tamapa MyKaHOBaHbIH,

YATTbIH, MUPONOTUSANbIK MYpPacCbIHbIH aHUMaunanblK dunbMae 6eiHeneHy peHoMeHi KapacTbipblaagbl.
EpekweHasapfra 1983 xblnblKonblaraH 20 MUHYTTbIK«Kanun» dunbMiiniregi. byn ynkeH »ymbic, 6MipiHiH OKuFa
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napblHOpYyaKbITTaXKEKEKACUETTIOKUFaTYpiHAEeCe3iHETIHKapTagaMHbIHOMIpiHE apHanFaH. Punbm KenynTTbiK4oC
TacTbikTananaabonraH: Coto3mynstdunbmperkmccepi KOpuin HoplutemHHiHepeKWweKkenKabaTTbiGiNageKTEXHUKAC
blHAaXacanfaH. ApceH xaHe EneHa bencembuHoBTapabiHAapbiHAbIGEMHENeyLWelWiMi6onbIHIWaANTanabIHMUGD
ONOrUsACbXXoHEMaAeHUETIHIHOBpasaapblHaHKYpbIAbl. bynb6enHeneptaburaTt NeH KoFaMHbIHEPEKLLENIKTEPIHXK
WHaFaHXaHeoNapAblHapacbIHAaFbITbIFbI36anIaHbICTbIXKETKI3ei: PUNbMHIH MMKPOKOCMIHAEKeNiNnKepnepTabur
aTneH>XaKblHAbIFbIHaHXaH4aHabl. AnTal xanblKTapblHblHAPacbiHAaKenyaKbITKaco3blaFaH3TUKaHbIHHEri3aepi

6onfaH. Kaszipri yakblTTa OHbl 3KONOrMANbIK 3TUKa Aenatanabi.

ANIMATION AS A PHENOMENON OF THE CULTURAL HERITAGE
(FROM THE EXAMPLE OF CREATIVENESS OF THE DIRECTOR AND ANIMATOR T.MUKANOVA)

Abstract

The article addresses the phenomenon of image creation and reflection in animation films related to the
mythological legacy of the people’s heritage. The phenomenon is shown through the art works of Altai
native Tamara Mukanova. The director-animator released Kaichi in 1983, which was created in Kazakhfilm
studio.This significant work is dedicated to a day in life of an old man , a story-teller - kaichi, who belives
each moment is sacred. The film was made in close cooperation with multinational partners using the
unique technique of the multilayered relaying machine based on the technology of Souzmultfilm director
Yuri Norshtein. Artists, such as Arsen and Elena Beisembinova created images from Altai mythology and
culture. These images absorbed the peculiarities in the interaction of the nature and society. The characters
revive in the microcosm of the film in the close connection with nature. Altai culture believes that the natural
environment is sacred. This conviction developed into a system of ethics, this system of ethics is now known

as ecological ethics.

Keywords: animation, artist, mythology, national culture, kaichi, nature, ecological philosophy.

O4HMM M3 NPUOPUTETHBIX HanNpaB/iEHNN B
pasBUTUK aHUMaLMK XX B. U AeATENbHOCTH
pPEXMNCCEPOB MYSLTUMINKALIMOHHbIX
LexoB pecnyb/IMKaHCKUX CTYAUM Bbl10
CO3/aHue NEeHT Ha ocHoBe GOonbKIopa.
PasBuTHE U OOCTUKEHUSA CaMOBbLITHOM
Ka3aXxCKOW MYNbTUMIMKALMOHHOW LKObI B
TeYyeHue psjaa AecATUIETUIN CBA3bIBaNUCh
C Hanps*XeHHbIMK NoMcKammn 06pas3oB.,
POXAEHHbIX HAPOAHbIM TBOPYECTBOM.
dunbmbl, onpegensieMble CErogHs Kak
KNnaccuKa HalLMOHaNbHOW aHUMaLMK,
BO3HMWKIIN M3 TPEMNETHOIO OTHOLWIEHNS K
HapOAHbIM CKa3KaM 1 nereHgam. TakoBbl
paboThl perxmnccepa v XyaoHnKa AMeHa
XanpgapoBa (1923-2014) «[loyemy y
JTACTOYKM XBOCT POXKKamMn?» (1967),
«AKcaKk-KynaH» (1968) n apyrue [3,

. 212]. B HUX dpopma nposBaseTcs
yepes cogeprateNbHO-LLEHHOCTHbIE
NMOUCKMK: B 06pa3ax Ntoaen, }UBOTHbIX,
06BEKTOB NMPUPObl ABIEHBI aPXETUMbI
KOJINEKTUBHOIO 6€CCO3HaTEeNbHOIo —
60pbba Job6pa Co 3/10M, MPEKIOHEHKE
nepen CUI0OMn 1 ryeuHOM MaTePUHCKOro
4yyBCTBa, HENPUATHE KOBaApCTBa

BnacTtu. «MynbTUNAKMKaLMS OOSIKHA
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onupaTtbCsa Ha HapPOAHYIO KYNbTYpY, —
pa3MblLWAA poAOHaYaNbHUK Ka3axCKoM
MynbTUNIMKaLUKMK A. XangapoB. — Hau
GONbKNOp o4eHb 60rat. OH HEUCCAKAEMbIN
MCTOYHMK, M3 KOTOPOIr0 MOXHO YyepnaTb
MaTtepuan Kak aas My3blKanbHOro, Tak v
ans n3obpasntenbHoro psga...» [9, c. 146].
B 1970-1980-€ rogbl Ha cTyanu
«Kasaxpunnbm» TBOpYECKME NAEN,
OCHOBaHHbIE€ Ha HaLMOHaNbHOM
Martepuane, peann3oBana pexunccep-
aHumatop Tamapa MyKkaHoBa. 1o mecTy
POXAEHUS 1 BOCMUTAHUIO — aNTanKa,
no o6pasoBaHuI0 — TeaTpasbHbIN
pexuccep, OHa Hallia BTOPY PoaMHY B
KazaxctaHe. OgHa 3a apyrov BbiIxoanam
Ha 3KpaH MyJIbTUMAMKALMOHHbIE NEHTbI:
TOPXECTBEHHbIE CKa3aHMWs, aHEKAOTUYHbIE
NPUTYK, NPOCTOAYLIHbIE CKa3KK — Ans
B3POC/bIX M CaMblX ManeHbKUX: KYKOJIbHbIN
dunbMm «llenkoBas KUucTovKa» (1977);
CO3/aHHble B TEXHWKE NepernanKku
«Kanun» (1983) n «<HebecHbI gap» (1989);
pucoBaHHble — «[JacTapxaH» (1987)
n «TaH3araH» (1992); <Antamn omblH»
(«MpaTaHue ceperkkn», 1991) ¢ KOCTAHbIMU
KyKnamu.
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®dunbmbl T. MykaHoBOW — GEHOMEH,
POXAEHHbIN BpeMeHeM. CBoero poaa
— NaMATHUK MHOroo6pasuns JIMKOB
COBETCKOW KyNbTypbl. 3roxa «0TTenenm»,
npuueawascs Ha KoHel, 50-x — Havano
60-x rogos, Aana TONYOK K NpeoosieHNIo
WabnoHHOMo MblLLNEHKS, 3aBoeBasna
npaBo B NocneaoBaBLUMM Nepuoa
3acTosl, 70—-80-e roabl, aHUMUPOBATb
MBI B HOBbIX popmax. BmecTe ¢
MHTEPHaLMOHaNbHbIM KONNIEKTUBOM —
3eMIaKaMu-anTanLamu, Konneramu,
coTpyaHuKamu «Kazaxdunbmar» 1 raBHON
CTyanu cTpaHbl «Coto3mynbTduabMar
[13] T. MyKaHOBa co3a€eT BU3yalsibHble
cTunu3aumu B neHtax «Kanym», <HebecHbl
faap», «TaH3araH». byayin BO3poXAeHHbIM
Ha HOBOM UCTOPUYECKOM 3Tane, Mud
nosly4aeT BO3MOXHOCTb OTPaXKEHUS B
aHMMaLMOHHOM KMHO. PaboTbl MacTepa
aHWMauumn No-cBOEMY, OPUTUHANIBHO
OTpaxaloT OTHOLWEHNE K MUY B COBETCKYIO
3noxy. bonbLWWHCTBO U3 3TUX GUIBMOB,
OCHOBAaHHbIX Ha UCTOKax Hapo4HOro
TBOPYECTBA, M CEr0Hs UHTEPECHDI
COBPEMEHHOMY MCCneaoBaTeNto Kak
NpPO13BeAEHHUS, BbiBEAEHHbIE N3
pa3BUTOro anTamcKoro muda, pasnnyHbIx
BWIOB, }XaHpoB GonbKIopa.

BakHO oTMeTUTb, 4To T. MyKaHOBa
— HOCUTENb ayTEHTUYHOM KyNbTypbl,
npeactaBUTENb MOCNEBOEHHOMO
NMOKOJIEHWUS, HE yTpaTUBLIAs TECHENLLMX
CBSI3eN C poanHoun. [Ina ee TBOpPYECKOMU
HaTypbl MUPONOrM3NPOBaHME CTAHOBUTCS
MHCTPYMEHTOM XYAOXEeCTBEHHOM
opraHu3saumm aHMMaLMOHHOIo
Npov3BeAEHNS B PYKOTBOPHbIX dopMax,
BOCCO3[aHUA KU3HEHHOIO MUpa» ee
fAeTcTea.

Takum 06pas3oM, rMaBHOW LIENbIO
ee TBopyecTBa 6blN10 coXpaHeHne Ha
HOBOM MCTOPUYECKOM 3Tane yH1KabHOM
HaLMOHanbHOM KyNnbTyphl. lNpaBuna
noBeaeHus, Tpaauunm B3auMoaencTemns
C NPUPOAON, BOCMPUHATbLIE B AETCTBE, Ha
poaHoM noyse, nobyxaatot T. MyKaHOBY
PEKOHCTPYMpoBaThb GparmMeHTbl 3TOro

«WKU3HEHHOro Mupar. NepexsnTbli Korga-To
OMbIT YyBCTBOBAHMUS, CO3EpLaHKs, a 3aTem
LLeneHanpaBneHHON YCTPEMIEHHOCTH
CO3HaHWS 3PEoro XyAoXKHUKa K ero
BOCCO3aHWI0 TpaHchopMUpyeTcs B
IBUXKYLIMECS Ha AKpaHEe XKMUBOMUCHbIE
KapTWUHbI 1 06BbEMHbIE DUTYPKMU.

B KayecTBe 0IHOrO N3 APKNX MPUMEPOB
WUHTepnpeTauum NnpeactaB/iEHUN,
olLyLleHM aBTOpa OTMETUM
aHUMaUMOHHY0 neHTy «Kanuun» (1983).

«BKpaTLe CloxeT dunbMa MOXHO
U3JIOXNUTb TaK, — pacCKa3blBaeT
pexuccep. — OauH AeHb KU3HK CTaporo
yefloBEKa, CKa3nTess-Kaniu, paHHUM
YTPOM MPUHSABLLENO Ha PYKK TONbKO
YTO POAMBLLENOCS iITHEHKa, BMeCTe ¢
BHYYKOWM BCTPETUBLLETO (BO3MOXHO, CBOM
nocneaHnin) 3eMHOW paccBeT, 3a Ao/Nrue
roAbl *XM3HW HAyYUBLIErOCS TIOOUTb HU3Hb
TakK, 4To NpPoByaeHne POAHOro ceneHns oH
BOCMNPUHMUMAET KaK JIM4HOE COKPOBEHHOE
Cco6bITME, M YMEIOLWEro 3TO CBOE YyBCTBO
nepenatb HacnegHuue» [6].

dunbM Ha4ynMHaeTCs ¢ Bblpa3uTebHOro
naaHa: CTapmMK B HAaLMOHaNbHOM odexae
(ANMHHOM OBYMHHOWM LIYGE «TOH», LanKe
13 6apxaTta 1 KapaKyns) cMauT psaaom
C OBL|OM, FOTOBOM pa3pellmnTbes oT
6pemMeHun. B n306pa3nTelbHOM peLLEeHUN
KOMMO3ULMOHHbIN LLEHTP MU3aHCLIEHDbI
— 3TO CBETHALLMINCH KMBOT OBL|bl: PUCYHOK-
nepeKIaiky XXMBOTHOTO, YIOXKEHHbIM Ha
CTEKNSIHHOM ipyce MYNbTUMIMKALMOHHOIO
CTaHKa, NPOHM3bIBAET CBETOBOW MOTOK.
«Paaytocb poOXAEeHMUI0 HOBOW XMU3HW.
3apaBcTBYH, 6eNbl ATHEHOK!» — Kanuu
NPUHUMAET HOBOPOMKAEHHOE CYyLLECTBO.
CeTuTCS N06, NepeHocHLa y cTapuKa,
WAET CUSIHMUE C HEBEC: NIOAN U MUBOTHbIE
BbIMAAAT paBHbIMUW, CBA3AHHbLIMM C
Heb6eCcHbIMK cunamu (puc. 1).

He ecTb /i 370 YacTb TOPKECTBEHHOIO
puTyana? B 0eiCcTBUTENbHOCTH, A4
npeacraBuTenen TpaguLMOHHbIX O6LLLECTB
CBSILLEHHbIV CMbICNT UMENU CaMble NPOCTble
CO6bITUS: «OBEYbM POAbI» Y psiga anTancKux
Hapoa0B BO3HOCU/IUCH 0 COObLITHS,
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Puc. 1. Kanp us nents! «Kaituun», Enena beiicem6unosa,
1982.

YKPENISAOLLEro KOEKTUB, KOCMUYECKYIO
opraHu3saumio mupa. MI3BecTHO, 4TO «OBLA
— }MBOTHOE TOTEMHOIO TMNa. B o6pase
OBLLbl Yallle BbICTyNaeT CBSI3b C MOTUBAMMU
KPOTOCTK, HEXXHOCTU, HEBMHHOCTH,
B 06pa3e 6apaHa nog4yepKkmBaeTcs
nnoaoBUTOCTb» [5, T. 2, €. 237-238].
[MaBHbLIN paccKa3d4ynK Kaniu —
E€MKWIN 3BYKO3PUTESIbHbIM 06pa3
noaTta, nesua. «<B MndonoaTnyecKon
TpaguuUmMn — 3TO NEPCOHNDULIMPOBAHHbIN
06pa3 cBepXxoObI4YHOro BUAEHHUS,
060XKEeCTBIEHHON NaMATU KOJINEKTUBA»
[5, T. 2, 327]. Ero rmasamu Mbl BUAUM
KOJINEKTUB TPYKEHUKOB, KUTENEN
FOPHOrO cefleHus, oTnpaBnAoLWKUXCS Ha
nonesoa4yecKkune paboTbl. PazaMmepeHHbIM
LIarom ABUXKYTCS OHW. TaKKe CTEMEHHO
Ha nacTéuLle HanpaBSTCA KPYMNHble
}MBOTHbIE — BbIKM C KOPOBaMU, OBLibI,
6apaHbl, KO3bl U Mefikasa nNTuua. JInyHas
neyvyanbHas UHTOHaLMS CKa3nUTens,
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CBfI3aHHas C ropecTHbIM 3HAHMEM
KOHEYHOCTM 6bITUS, ypaBHOBELLMBaAETCS
npasaHUYHO-pUTyalbHOM 06LLLECTBEHHON
atmocodepon «Kanym». B none Kak Ha
npas3gHuK. 3To NepeHeceHne Tpaamumnm
W3 NpoLsIoro, nojaep:aHue ayxa Hapoaa,
CBSI3M €ro ¢ TpaguumaMu npeaxkos.
MepuaHue cakpanbHbIX CMbIC/IOB
NPUCYTCTBYET B NAaTETUHECKOM TEKCTE
cueHapucTta Mapraputbl ConoBbEBOW,

B KOTOPOM, MO €€ CBUAETENbCTBY,
«COBPEMEHHOCTb C/TIOBHO BblpacTana us
repoOMYECKMX anTanCKnx cCKazaHumn» [3,
c.182].

[YMaHUCTUYeCKas Tpaamuus,
NnoJsIoXeHHas B OCHOBY MacCoBOIo
COBETCKOro MCKYCCTBa, OPraHn4yHo
B3aMMOJIENCTBYET 3/1ECb C apXeTunammu
KOJINEKTUBHOIO 6€CCO3HATENbHOIO —
TPENEeTHbIM OTHOLLEHWEM K NMpUpoae u
pa3yMHOMY ee TBOPEHMIO — YETOBEKY.
[Tadoc, BO3BbIWAlOLNK YeNOBEKa-
TPYKEHMKA, KOPpPeCcnoHANpPYeTCs ¢
JI0O3YHraMu COBETCKOIo Tuna: «4ecTb u
cnaBsa no Tpyay». NNponcxoamT HanoxeHune
HOBbIX MUPOIOreM Ha NaTeTUKY
Muda. «lLnn Ha paboTy 6aTbipaMun —
BO3BpallaeTecb reposimMm», — 3BY4YUT 3a
Kaapom.

TopecTBeHHO-MNeYvasbHas
MHTOHAaLMS NO3TUYECKOro TEKCTa B
«Kanumn» opraHn4yecKkn B3aMmMoaencTByeT
B 3BYKOLUYMOBOW MOJIMOOHUM C
UCMNOJIHEHWEM Kasl B TpaguLLMKM ropioBoro
neHns. MOHOTOHHOE MeaUTaTUBHOE
rONOCOBOE KYXKaHWe» Noj CTapUHHbIN
anTanCKM UHCTPYMEHT TOMLWYpP OTChlIaeT
3puTensa-caylwatens K MICTOKaM aNnUYeCcKux
GOpM, K IPEBHUM CBSILLEHHBIM pUTYanam,
raoe YyenoBeK 6bln Hepa3pbIBHO CBSI3aH C
npuMpoaon. 3HaunTeneH Bknag B paboty
Ha/l co3/laHUEM JIEHTbI anTanCKMUX NEBLOB.
YHUKanbHOE 3By4YaHue npuganu Gunbmy
TaHbicnan LLnHXKH, HoroH LLymapos,
Kaparbic An6aKkoBa, Panca TanaeBa. Peub
Kan4yu Bblpa3uTesibHO 3BYYUT Ha PYCCKOM

A3blKe. OH «rOBOPUT» FOSIOCOM KUPIrM3CKOro

aKtepa bonota belweHnanneBa ¢
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XapaKTepHon, 61IM3KOM anTancKkomy
aKLEHTY MHTOHaLKeN, ro1IOCOBOW OKpacKoK
Tembpa. benweHannes ¢ nadpocom
03BY4YKJ1 CBOETO repos.

3BYKM My3bIKa/lbHOro MHCTPYMEHTA,
rosioca nNeBLOB, Kanin opopMastoT
n3obparkeHune, paboTtaloT Ha co3aHne
3BYKO3pUTENbHbIX 06pa3oB. OT
aXKypHOW BA3K KOJIEBNEMbIX BETPOM,

HO He NoMaloLLINXCS TpaB, rae Kaxaas
TpaBWHKa — YeNOBEK, BCe BMECTE —
CWbHbIW, BEPHbIKM CBOEW 3emne Hapoa,
3PUTENLCKMI B3NS4 HanpaBnseTcs Ha
LUMPOKKE AONMHbI, TNMYOOKMKE yLIeNbs,
YTOHYBLUME B TyMaHe. Mudonornyeckue
06pa3sbl NPUPOAbI B KOMNO3ULMK NEHThI
OPraHn4YHbl M ECTECTBEHHbI, HEM3MEHHbI
KaK UX BeJIMYECTBEHHbIE NPOSIBIEHUS

— ropbl, BbICOKOE HEDO, COMHLE, KaK
HEW3MEHEH ero CBET, BCe 03apsaloWunm, Bce
onnogotBopsaowmn. NMensarn B «Kanym»
HecyT cCaKpasibHblM CMbIC/T — TaKOBa
BeNMYeCTBEHHas NaHopaMa LlapcTBeHHOro
AnTas, KOTopbIi antanLbl Ha3blBaloT U
OTLOM, Y MaTepbIO.

Bonbluyo YacTb M306pa3unUTENLHOIO
MaTtepuana cCoTBOPUIIN Ka3axCTaHCKue
XYAOXHWUKK-NMOCTAaHOBLLNKK EneHa n ApceH
bencemMbunHoBbl. O6Laa AJOTOWHOCTb,
TWwaTe/IbHOCTb B cO3AaHnn dbaKTyp,
GopMUpPOBaHUM Ccpeabl XapaKTepuayeT
nX paboTy. XyAOXKHWUKK OYATO BbIWMBAIOT
JIEHTY, XapaKTep ee XPYrnKon BA3H,
n1UcbMa, N3 KOTOPOro NPOCTyNatoT HEXHbIE
JINHUKM TPaB, LiIBETOB, KYCTapHMKOB. 3Ta
BMOGpMpyoLas UMNPeCcCUoHUCTUYECKaS
¢dopMa rnosioxkeHa B OCHOBY XMBOMUCHOMN
aHumMauunm «<Kanym.

O6paTuM BHMMaHKe, B paboTe ¢
Apyrumu xygoxHukamu T. MyKaHoBa otaaeTr
NPUOPUTETbI UHbIM BaKTypaMm: KpenKUMm
YCTOM4YMBLIM KyKnam B «LLleikoBoW
KUCTOYKE», KOCTAHbIM acblKaM — B «AnTamn
OWblH». [lepCoOHaXKu nocneaHen IeHThbI
NPULLIK Ha 3KpaH U3 TPaguLMOHHOM UMbl
Ka3axoB 1 antanLeB B 6apaHbl KOCTOUKM.

Onsa «Kanuun» E. bencembuHoBa caenana
POCMNUCb Mac/HOM KpacKom Mo CTEKY.

MNoaceBeyeHHas namnamu KapTMHa ropHoro
nensaxa c IECUCTbIMM XONIMaMm1 U COYHOM
TpaBoW — Be/IMKoenHasa naHopamMa Anrtas
yCTaHaB/MBanacb Ha MHOrOSipyCHOM
CTaHKe, CKOHCTPYMPOBAHHOM B LIEXE
Ka3aXxCTaHCKNX aHMMaTopoB creumasibHO
ana dunbma «Kanum». TexHnyecku paboTta
ocylecTBasfIacb 0Co6bIM 06pa3oMm.
MHOrosipyCHbI CTAaHOK Obl/1 cieNaH no
06pasLy «Co3mMynbLTOUIbMOBCKOIO», Ha
KOTOPOM pacnonaraincb MylbTUMIUKaTSI,
@OHbI, 3N1EMEHTLI PUrYp, NEPCOHAXKEN
Opusa HopwtenHa [8] (Puc. 2).

Tpagnumsa n3o06pasnTeNibHOro UCKYCcCTBa
B Ky/ibType anTanLeB Hepas3pbIiBHO
cBsi3aHa ¢ umeHeMm puropmsa Hopoc-
[ypkuHa (1870-1937). XyA0XKHMK y4mncs
y . N. lUnWKKMHa 1 Nnucan KapTuHbl B
TpaguLUMsax PYCCKON NEn3arKHOM UBOMUCH.
PoaHasa antanckaa npuvpoaa BAOXHOBAANA
ero [14]. E. bencemburHoBa BonnoTUNa B
«Kanumn» cBomn 06pasbl M NpeacTaBieHuns
06 anTanCcKoM KM3HeHHOM Mmupe. OHa
Mo CEN [IEHD «...Nnonaraet cebsi BEYHbIM U
6narogapHblM yHEHUKOM, KOTOPOMY BCEN
MW3HW HEe XBATUT, 4TOObI 3aneyaTneTb
X0TS 6bl Manyto YacTb 6ECKOHEYHOr 0
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Puc. 2. PucyHok K ¢usbmy «Kaiiun» u3 apxusa T. MykaHoBoi,
Enena Beiicem6unosa, 1982.

pa3Hoob6pasus npupodbl» [1, c. 136].
TakMm 06pa3oMm, Npu aKTUBHOM

y4aCTUM UHTEPHALIMOHANbHOW FPynMbl

npodeccrnoHanoB NPoABAAIOTCA

4YepTbl PEXUCCEPCKOro CTUNS

T. MyKaHOBOW: UHTEPEC K TPaauLMaMm

CBOEro Hapofa, TpeneTHoe OTHOLWeHue
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K CITOBY, TEKCTY, POAHOMW NPUPOLE.
[My60KOMY MPOHUKHOBEHUIO B CMbIC/bI,
HaCTPOEHU s, IMOLIMOHaA/bHbIE NocNnaHns
ee Npou3BeaeHui cnocobCTByeET
HeToponMBas pa3MepPeHHOCTb ABUKEHUN
JencTBylolmx N1y, B Komnosnumu
HepeaKo MPUCYTCTBYET co3epuaTernbHas
CTaTMKa: KPYyMHble MnaHbl NepPCOHaXen
3Ha4YUTENbHbI, KAK MOMEHT OTPELLIEHHOCTH,
NOrpy*KEHHOCTHN B cebs. AT NaaHbl
B3anUMOENCTBYIOT, MOHTUPYIOTCSA KaK

C MacluTabHbIMW NaHaMu NPUPOo/bl,
HaNO/HEHHbIMW BblPa3UTENbHbIMU
AeTansaMu, TaK M nNnaHaMu TpaB, YBUAEHHbIX
C HUXKHEro pakypca. PacrnonoxeHue
MHOr006pa3HbIX MyNbTUMIMKATOB Ha
MHOIOSIPYCHOM CTaHKe NO3BOASET cO34aTb
06beMbl, IMYyOUHY, CBETOBbIE KOMMO3ULINHK,
Nno4yBCTBOBATb AblXaHWe }KMBOrO Nensaxa.
lMaHopambl rop, ywenui, nyros, HeGecHbIX
NPOCTOPOB, MOPTPETHI NIOAEN-TPYHKEHNKOB,
Kanyun 1M ero ManeHbKoW BHYYKKN paboTatoT
Ha eIMHCTBO 06Pa3HOM CUCTEMbI B
MUKpoKocMe dusibma T. MyKaHOBOMW.

[Mpexae Bcero, B OCHOBE 3TOM
cUcTemMbl — 06pasbl POAUHbI, TIOGUMOro
AnTtasi, NpOHU3aHHbIE NPEKIOHEHWEM
nepes ero Kkpacortoun u BennymemM. MoxHo
C YBEPEHHOCTbIO OTMETUTb, YTO 3TU
o6pa3sbl, Npuilejline B aHUMaLmo U3
MUDONOrMK anTanckoro Hapoaa, o6penu
OpurMHanbHble GOPMbI U CoepKaTeNbHOE
HarnoJiHeHue B TBopyecTBe T. MyKaHOBOW.

byay4n HeOTbEMIIEMOW YacTbio
WMHTEPHaLMOHaNbHOW aHMMaU K B
COBETCKOE BpeMs, GUSIbMbl TAKUX
aBTOpoOB, KaK T. MyKaHoBa, urpanu
onpeaeneHHyo ponb B NoAAEPKAHUK
Tpaguunin B3aMMOOENCTBUSA NPUPOIbI U
oblecTBa, No6yxaanu K 3aMOLMOHANIbHOM
CBS3U C NepBO3aHHOM MPUPOLON U
CBSILLLEHHOCTN B 06pallleHUK C HEN, U TaKUM
o6pas3om BAMANN Ha GOopMUPOBaHUE
3KOJIOMMYECKOr0O MbILWIEHNS 3pUTENEN.

C cepeanHbl 1970-x rogoB
06LLLECTBEHHOCTb, y4eHbIE, PUIOCOPbI
oTMeYann Heo6xoAUMOCTb 3KONOrMYECKOIO
BOCMUTaHWUS, OCHOBAHHOIO Ha YBaXEHWNU
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K npupoge [10]. EctecTtBEHHOM
COCTaBNSIOLEN TAKOro BOCNUTaHNSA
SBNSIeTCS NaTpMoTMYEeCKoe BOCNUTaHUeE
[4, c. 430]. Taknm o6pasom, dGuibMbl, B
KOTOPbIX PEXMUCCEPDI, XYAOKHUKN TATOTENN
K BOMJIOLWEHWNIO Ha 3KpaHe Tpaanumm
B3aMMOOENCTBUSA NPUPOAbI M 0OLWEeCTBa,
npuobpeTtanu 0cobyto LEHHOCTb.
TeopyecTBO T. MyKaHOBOW MOXHO cYMTaTb
He TOJIbKO 4aCTblo 60raTtoro KyabTypHOro
Hacneaus anTanmckoro Hapoaa, Ho U
4acTbio 06LLEYE10BEYECKOrO KYIbTYPHOMO
Hacneaus.

B coBpeMeHHOM aHMmaLuum
NpoaOKaloTCA NOMCKN Naen v
Bblpa3unTebHbIX GOPM OTpaXKeHuUs
MMUDONOrM4YecKnx 06pas3oB, OCHOBAHHbIX
Ha TECHOW CBA3M YenloBEKa C NPUPOAOW.
3aaencTBoBaHbl HOBbIE 3/IEKTPOHHbIE
TEXHONOrMKU, MOAENNPYIOLLINE HOBbIE
GopmMbl M HOBOE 3BYyYaHuKe. B HUX Ha
COBPEMEHHOM 3Tane NposBAseTcs
4YyBCTBEHHOE MbILLISIEHWE, COXPaHStoLLEee
3bl6KME apXeTUnbl NPeacTaBAEHNUN,
nepBoo6pa3oB, 6epyLinx Havyano B Mudax,
BEpPOBaHUSX, CBA3bIBABLLMX YENOBEKA C
MUPOM MPUPOAbI.

C Ha4vana HoBoOro crtonetus B Poccum
naet pabota Hag npoeKkTom «fopa
CaMOLBETOB» MO CKa3KaM, lereHaam
HapoaoB Poccuun 1 ee 6AMKanLLImnX
cocenen. B cnmucke n3 67 GunbMoB ecTb
W 9KpaHM3aLmMsa anTanCKon ckasku [11].
Bonee 60 cloxeToB ye BOLWNO B cepuan
13 MUKpodunbmoB «KonbibenbHble MUpa»
TanaHTIMBOro MHMLMATOPa NpoeKTa
Ennzasetbl CkBOpLOBOM [12]. PaboThI
T. MyKkaHoBowW — «Kanun» (1983),
«HebecHbIn gap» (1989), «<AnTam OnbliH»
(«MpsATaHuKe ceperkku», 1991), «TaH3araH»
(1992) Ha HauMoHanbHOM MaTtepuane
co3faBanuch B XX B., U Toraa SBUIKUCh
cB0e06pa3HbIM aBTOPCKUM MPOEKTOM,

B KOTOPOM y4acTBOBa/M CNeLManmcThbl
pa3HblX HalMoHanbHocTew [4, c. 148].

B 2015 1. K 20-netnto Accambrneun
HapoaoB Ka3axcTaHa 3aKOHYeHa
pab6oTa HaJ NpoeKToMm «CKa3KM HapoaoB
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KasaxctaHa». BbinylieHbl BOCEMb
GMIbMOB MO MOTUBAM PYCCKOW, HEMELIKOMU,
Ka3aXCKOW, YKpanHCKOW, TaTapCKOW,
y36EKCKOM, KOPENCKOM, YUTYPCKOM CKa30K
[7]. PaboTa B 3TOM HarnpaBJ/IEHUU MOXKET
cnoco6CcTBOBaTh COBEPLIEHCTBOBAHUIO
MacTepcTBa, CTUAS HOBOIO NOKOMIEHUS
aHMMaTopoB, MPOHUKHOBEHMUIO B INyOUHbI
6oraTtenliero MM®ONOrMyecKoro Hacneans
Hapo4OB PEeCnybNKM.

«BO MHOTOM Mbl, COBPEMEHHbIE NI0aM,
OblIM cHOPMUPOBaHbI B3pacTMBLIEN HAC
KY/bTYPOW 1 UCTOpUEN. Mbl TOBOPUM, YTO
Yy Hac ecTb KyNbTypHOe Hacneaue. B 1o
e BpeMs Mbl 6bl/1 CHOPMUPOBAHDI U
OMONIOrMYECKON NCTOPUEN HaLLEN NAaHETHI
N 9BASEMCS HOCUTENSIMU FTEHETUYECKOMN
namMaTu», — NUWET HOPBEXCKUI pnnocod
WocTeitn Maapaep [2].

CnMCOK NuTepaTypbl:

B anoxy rmo6anunsauuu, Korga
arpeccuBHble CMW — npecca,
TeneBUaeHWe, HTEPHET — BelyT K
yHUBEpPCcanmn3aumnm COLMOKYIbTYPHOM
M3HW Ha pa3HbIX KOHTUHEHTaX, MPOEKTHI,
o6pallleHHble K KOPHSM, Ype3BblYanHOo
BaXkHbl. ONacHOCTN MaclTaboBs
rno6annsaumm, CTUpatoLLEN KybTypHble
rpaHuLbl, NOGYXAakT 06PaTUTLCS
W K HejaBHEMY OMbITy COXpaHeHUs
TpaaMLUMN HAapOAOoB, HAaCeNABLINX
CoBeTtcKui Coto3d, 1 K HbIHELLHEMY OMbITY
poccusiH. HeobxoanMmMo BCTpanBaTbCs B
npoLecc ABMKEHNS K HOBOMY BUEHMIO,
NMOCTUXEHUIO CMbIC/IOB, COAEPXKaHUA
1 GOopM apxan4yecKoro marepuana
MWDOB, CKa3aHWn, nerexHl, oTparkasBLInX
TECHEWLUYI0 CBA3b NpMUpoabl M obLliecTsa.
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BOYS DON'T
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ART STUDIES

UDC 77.0
ANDRONIKA MARTONOVA

(Sofia, Bulgaria)

BOYS DON'T CRY: THE IMAGE OF CHILDREN LIKE SOCIAL PROBLEM IN HIROKAZU KORE-EDA"S
FILMS (A CASE STUDY ON NOBODY KNOWS /3t %, %15 72V — 2004;1 WISH/#75 - 2011, LIKE FATHER,
LIKESON /% L TRIZ7 % -2013)

Abstract

Without doubt Hirokazu Kore-eda (& #371) is one of the finest and most authentic Japanese directors,
who follow the thematic and aesthetic tradition of Yasujiro Ozu in contemporary Japanese cinema. Kore-eda
always deals with unusual and original stories, as the focus of his attention often fall on various themes

of family: mainly the relationships between parents and children. He observes the images of the family in
contemporary Japan — his films in this thematic area are often based on real case history, which has shaken
Japanese society. Moreover, the director creates the original scripts, distinguished also by a strong plot, linked
to portrayal, dissection, analysis and even criticism of Japanese socium of today. The visual style of Kore-eda
blends in elegant way the documentary, realistic vision incorporated in the feature film.

The proposed presentation will focus on three of his films that adequately correspond with the context of the
International Symposium on Japanese Studies "Contemporary Japan: Problems and Challenges". These are
the "Nobody Knows", "l Wish", "Like Father, Like Son".

The three movies form a kind of informal and peculiar trilogy, centered at the image of a child as a serious
social problem. The topics and public life"s issues are linked to the trauma, the parents’ absence, emptiness,
loneliness, alienation, responsibility, communication failures within the family. All of them are refracted
through the children personality. The social cases, articulated by the cinematic work of Koreeda, are very
different, at the same time serious and somewhat strange, on the border of life's absurdity.

What is happening in contemporary Japanese society in the postmodern, globalized era? What challenges
and problems the family is facing? Are they solvable and how they can be overcome? Is there a change in
traditional family values? On all these issues Hirokazu Kore-eda seeks answers through his films. He makes
his movies in an original and talented way, through work in various genre intonations and exploration of
deformity vectors between cruelty and hope.
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Keywords: Hirokazu Kore-eda'’s film; relationships between parents and children; Japanese society; social
problem; life's absurdity

KITITTEP XbIJIAMAWADbI: XHPOKAZ3Y KOP33AA ®U/IbMAEPIHAEN 3/IEYMETTIK MACENE
TAHBIMAWABI / # & %1 & 72 U -2004; FAXKAWBIN/ MEH TNIEAMIH/ #7155 - 2011; O9KEFE
KAPAM¥1OCEP/ = L T X 2 7% % -2013 ®UAbMAEPIH TAKbIPBINTbIK 3EPTTEY)

AGcTpaKkT

Kopaaga Xupokaasy (O 1 # ) 3amaHayu »anoH KnHo eHepingeri Acya3npo OA3yabiH TaKblPbINTbIK
OHe 3CTeTMKaNbIK ASCTYPiH ycTaHaTbiH 6ipaeH 6ip eH Y3[iK XaHe eH LWbiHawbl pexnccep. Kopaaaa
TyblHAbIAapbl 0T6ACLINbIK 9PTYPAi TaKblpbiNTapFa apHanfaH epeKLUe XaHe WbiHalbl OKUFanapfFa Kypbinagbl:
KebiHe aTa-aHanap MeH 6ananap apacblHaaFbl KapblM-KaTblHacKa Hadap aygapagbl. On 3amaHayvm
HanoHusHbIH 0T6ackl 06pasaapblH CYpeTTEN i, OCbl TaKblpblNTaFbl OHbIH, GUIbMAEPI KaMNOH KOFamMblH
KYW3ENTKEH LblHaNbl OKUFanapra HerisgenreH. CoHaan-aK, pexunccep, epeklue cloxeTimeH, 6enHeni
6annaHbICneH, 3epTTeyMeH, capanTtayMeH XoHe TinTi 3amaHayM *anoH KOFaMblH CblHayMeH epeKLeneHeTiH
LWbIHaWbI cLleHapunepai ayHuere akenei. KopaaaaHbiH BU3yanbi cTUNi 6y, AepeKTi GUnbM MeH WbiHaMbI
KOpIiHICTi KepKeM dunbmre KepHeKTI BipiKTipy agici.

¥CblIHbINbIN OTbIPFaH XYMbIC, «3aMaHaym }anoHus: Macenenep KaHe LWaKbIpy» aTTbl XanblKkapanblK
CMMMNO3WNYMbIHbIH, KOHTEKCTIHAE OHbIH GMNbMAEPIHIH YWeYiH KapacTbipaabl. Onap, «EWKiM TaHbIManbl»,
«Farkanbin/MeH TinenMmiH», «9Kere Kapan yn ecep» TyblHAbIAPbI.

Byn yw TyblHAbI Aa KaTepi KoFam Maceneci peTiHae cobuiiH ob6pasblHa KypblnFaH popmanbfi eMec KaHe
©3iHe ToH TPUNOrUSAHbI KanbinTacTblpadbl. KoFam emipiHaeri TakbipbinTap MeH Macenenep, ata-aHaHblH,
60nmaybl, LWapacbI3ablK, XanfFbl3AblK, Karaxy Kepy, XKayankepLuinik, oTéacbliblK KapblM-KaTblHacTafbl
KaTeniKTepAeH anfaH XaH apacbiMeH 6ainaHblCTbl. KopasaaHblH KWHEMaTOrpaduanblK XyMblCTapblHAAFbI
oNeyMETTIK }aFgannap apTypii, COHbIMEH KaTtap, CasiMaKTbl }KoHe MarblHacbI3 eMip XueriHaerigen asgan
9/eTTeH TbiC 60bIN Keneai.

HahaHaaHyablH NOCTMOAEPHUCTTIK AdYipiHAEr 3aMaHayM KanoH KoFaMblHa He 60bIN XaTbip? OT6ach
KaHaan KnblHAbIKTapMeH 6eTne 6eT Kenyae? OnapablH WwelliMi 6ap Ma, XaHe Ae Kanan eHcepyre 6onagbl?
[acTtypni oT6achblblK KYHAbUIbIKTapaa e3repictep 6ap Ma? XvpoKkaady Kopasaa e3 TyblHAbIapbl apKblibl
oCblHAaM cypaKTapra xayan isgenai. On e3iHiH punbMaepiH apTypAi 6aFbITTarbl })aHpnapaa XaHe
KanbIpbIMCbI3bIK MEH YMIT apacblHAaFbl anPbIKTbI WbIHAWbI }KoHE TanaHTTbl TYPAE CypeTTensi.

Tipek ce3pep: Kopaaga Xmpokaasy dunbMi; ata-aHanap MeH 6ananap KapbiM-KaTblHaCbl; }KanoH KoFaMbl;
oN1eyMETTiK Macene; MafFblHacbi3 eMip.

NMAPHM HE NJIAYYT: OBPA3 [IETEM KAK COLIMAJIbHAS NMPOBJIEMA B ®UJIbMAX XUPOKAA3Y
KOP33[1A (TEMATUYECKOE UCC/IELOBAHUE ®U/IbMOB <HUKTO HE Y3HAET» (G4 5 720),
2004, MYAO/A XXENAIO» (#75F), 2011, <KAKOB OTEL, TAKOB U CbIH» (¥ L TXRIZ72 %), 2013)

AGcTpaKkT

Be3 coMHeHus, Kopasaa Xupokaasy GEAZHFN) aBndetca oqHUM U3 caMblX TyYLLIMX U CaMbIX ayTEHTUYHbIX
AMOHCKUX PEXMCCEPOB, KOTOPLIE CMEAYIOT TEMaTUYECKOM M 3CTETUYECKOW TpaamLumm fcyasnpo 0a3y B
COBPEMEHHOM AMOHCKOM KMHO. Kopaaga Bcerga MMeeT 4eNo ¢ He06bIYHbIMU U OPUTMHANbHBIMU UCTOPUSAMMU,
TaK KaK B LLleHTPEe ero BHUMaHMs 4acTo HaxXoAaTCs pasfinyHble TEMbl CEMbWU: B OCHOBHOM OTHOLIEHUS MEXAY
poautenamu n getbMu. OH paccmaTpuBaeT 06pa3bl CEMbKU COBPEMEHHON ANOHUKN — ero GunbMbl B 3TOM
TemaTM4ecKom o6aacTv HacTo OCHOBaHbI Ha peanbHON UCTOPUK, KOTopas NoTpsicna ANoHCKoe 06LLecTBO.
Kpome Toro, pexkuccep co3gaet opurnHanbHble CLEHaPUK, OTIMYAIOWMNECS TaKKE CUSTbHLIM CIOXKETOM,
CBSA3aHHbIM C U306PaXKEHMEM, PACKPbLITUEM, aHANTU30M U Jaxe KPUTUKOWM COBPEMEHHOIO AMOHCKOIo
coumyma. BusyanbHbit cTnb Kopasaga — 310 cnoco6 aneraHTHOro BKIOYEHWUS JOKYMEHTanbHOro punbma m
pPeannCcTM4ECKOro BUAEHUS B XyAOXKECTBEHHbIN GUIBM.

Mpegnaraemas npe3eHTauns 6yaeT cocpefoTodeHa Ha Tpex n3 ero GuabmoB, KOTOPblE COOTHOCATCA C
KOHTEKCTOM MexayHapoaHoro cumnosnyma «CoBpeMeHHas AnoHus: Npobnembl U BbI30BbI». ITO GUNbMbI:
«HWKTO He y3HaeT», «Myano/9 xenato», <KakoB oTel, TaKOB U CblH».

31 Tpn dunbMa 06pasyloT cBoero poga HedopMasbHY0 U CBOEO6Pa3HY0 TPMAOIMO, COCPEAOTOHEHHYIO

Ha obpase pebeHKa B KayecTBe Cepbe3HON coLmnanbHOM NpobaemMbl. B HUX pacKpbiBalOTCS TEMbI U
BOMPOCHI 06LLECTBEHHOM XU3HU, CBA3aHbIE C TPaBMOW, OTCYTCTBMEM POAUTENEWN, MYCTOTON, OANHOYECTBOM,
OTYYKAEHMEM, OTBETCTBEHHOCTbIO, OWMGKaMK B3auMOCBA3en B cembe. Bce oHM npenomnstoTcs yepes
NIMYHOCTb geTen. CoumanbHble cnydan, 03BYYEHHble KnHemaTorpadmnyieckumm pabotamm Kopaaga, o4eHb
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pasHble, B TO e BPEMS CEPbE3HbIE U HECKO/bKO CTPaHHbIe, Ha rpaHu abeypaa XU3HW.

YTO NpoOUCXOANT B COBPEMEHHOM SMOHCKOM 06LLEeCTBE B NOCTMOAEPHMUCTCKYIO anoxy rnobanusauun? C
KaK1MMK TPYAHOCTAMM U Npo6ieMaMu CTalKuBaeTCs ceMbA? ABNAIOTCS I OHM pa3peMMbIMU, U KaK KX
MOXHO npeogonetb? ECTb I UBMEHEHMS B TPAAULIMOHHbIX CEMENHbIX LLEHHOCTSAX? Ha BCe 9T BONpOChI
XvnpoKaasy Kopaaga nweT oTBeThl Yepes cBou Gunbmbl. OH AenaeT Ux OPUrMHaNbHO UM TanaHTIMBo, B
Pa3/IMYHbBIX YXaHPOBbIX UHTOHALMAX U B Pa3BUIIKE BEKTOPOB MEX /Y ECTOKOCTbIO U HaAEXA0w.
KnoueBblie cnoBa: dnibm Kopasga XvpoKaaay, OTHOLWEHWUS MEXKAY POAUTENAMM U AETbMU, AMOHCKOE

061LeCcTBO, coLManbHas npobaema, abeyps MU3HHK.

This report focuses on the image of
the child, as seen through the prism of
particular films from the works of the
director Hirokazu Kore-eda. The analysis
of his works is linked to the methods of
expression in screen language: mainly
realism in the style of expression and a
documentary, withess observation, devoid
of idealistic and melodramatic pathos.
Nobody Knows/l Wish/Like Father, Like
Son /% L TRIZ7:% are a response to
the changing society in modern Japan. The
questions that the films ask are: What is
happening in the contemporary Japanese
society in the postmodern, globalizing
era? What challenges and problems are
families facing? Are they solvable and how
can they be overcome? Is there a change in
traditional family values?

Is Hirokazu Kore-eda an acutely social
author? The answer is both yes and no.
That’s because the social discourse in his
works is not didactic and dominant, but
hidden in the deeper layers of his messages
—the same place where one can find hidden
the discreet warmth of his works. The
author’s position, reflected in an interview
with Mark Schilling, is interesting: ,/ don't
like films that have a social message, either
fictional films or documentaries.- says Kore-
eda. It’s all right if film reflects something
the maker has thought about and agonized
about. But a message film doesn’t come
from that sort of place. The filmmaker thinks
he has the answer. But the world doesn’t
work that way. ™

1 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11

“Nobody Knows”, “I Wish”, “Like
Father, Like Son” - these three titles from
Hirokazu Kore-eda’s filmography have been
articulated separately so far in academic
film studies, and never in terms of their
interconnectivity. Actually, this topic is
extremely rich and generous. | will be brief
and | will summarize today, without claiming
to be exhaustive, but with the desire to
sketch with bright touches the volumetric
forms of the study.

The three film works have different
emotional colors, messages and circles
of problems. However, the subtopics
of responsibility, socialization, anxiety,
loneliness, death, marginalization,
alienation, trauma, social exclusion, the
absence of a parent, loss, emptiness, and
betrayal, are set in the heart of the conflicts.
But there are also the hope and the faith in
a miracle that something better will happen.
The social issuesin three films are extremely
unusual, serious and somewhat strange.
They seem to gravitate around the border
of life absurdity. Children themselves,
as the objects of the particular research
triptych, are in the categorical hypostaseis
of the Abandoned, the Separated and the
Replaced Child.

All the plots in short:

»Nobody Knows”: The abandoned Akira
and his brothers and sisters must survive
alone in a tiny apartment in Tokyo. The
children all have different fathers and have
never been to school. The very existence
of three of them has been hidden from
the landlord. One day, the mother leaves
behind a little money and a note, charging
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her oldest boy to look after the others. And
so begins the children’s odyssey, a journey
nobody knows. The the four children do
their best to survive in their own little world,
devising and following their own set of rules.
The film is based on a true story known as
the “Affair of the Four Abandoned Children
of Nishi-Sugamo”, a story that shook and
scandalized the Japanese society in the
1980s. In fact, this is the most brutal,
dramatic and serious film of the three.

.| Wish”: Twelve-year-old Koichi lives
with his mother and retired grandparents
in  Kagoshima. His younger brother
Ryunosuke lives with their father in Hakata.
The brothers have been separated by their
parents’ divorce and Koichi’s only wish is
for his family to be reunited. When he learns
that a new bullet train line will soon open,
linking the two towns, he starts to believe
that a miracle will take place the moment
these new trains first passeach other at top
speed. With help from the adults around
him, Koichi sets out on a journey with a
group of friends, each hoping to witness
a miracle that will improve their difficult
lives. This film, compared to the others, is
definitely the most joyous, optimistic and
bright one.

,Like Father, Like Son”: Ryota is a
successful Tokyo architect who works long
hours to provide for his wife, Midori and
six-year-old son, Keita. But when a blood
test reveals Keita and another baby were
switched at birth, two very different families
are thrown together and forced to make a
difficult decision while Ryota confronts his
own issues of responsibility and what it
means to be a father.

| probably need to emphasize on two
things here:

1.) The boys in the three films are
between 6 and 12 years old. The only one
who is in the process of starting puberty at
the end of the film is Akira from ,Nobody
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Knows”. But in any case he’s much more a
child than a teenager;

2) ,Nobody Knows”; ,I Wish”, ,Like
Father, Like Son” are not classed as
children’s films, they are not intended for
children to watch. They are definitely works
for adults and their genre is drama. . Only “/
Wish” falls into the category of “family film”
appropriate for younger audiences as well.
But in all three cinematic works the world
of the child is seen, read, and explained
perfectly.

Kore-eda proves that it is more difficult
to make feature films with the methods of
documentaries. And a film for adults with
the subject “the world of the child” is even
harder to create. But the end result is better
and truely genuine. The aim is high and
ambitious - catharsis of society. ,I don't
know if | like children in general, but | like
the kids in the film very much. - Kore-eda
shares -l chose them for the film and had
them adapt to the making of it. | made them
step into the very adult world of filmmaking,
so | felt a great responsibility toward them,
which made me want to show their own
personal emotions in the film. | tried my
best to get that across.”?

The conflicts in his films are powerful,
yet quiet at the same time. They hurt the
existence, being, mind, soul and heart
of every kid growing up, regardless of
their affiliation (racial, ethnic, national,
confessional, gender, etc.). As Linda Ehrlich
very accurately points out: ,to listen to
childhood is not always to listen for what
one expects to hear, or even for what one
wants to hear .Kore-eda is rigorous in his
willingness to listen to childhood'’s silence,
to the silence that surrounds the flood of
words and the flurry of everyday actions.

2 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11
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Listening to childhood includes listening to
what remains unsaid”>.

The cinematograph and the image of
the child (and childhood respectively),
meet in the first reels of the new technical
marvel called moving pictures. One of the
first 35mm films by the Lumiére brothers is
an exactly 41 seconds long documentary,
called “Feeding the Baby”/org. Le Repas de
Bébé). Cinema quickly (and appropriately
so0) becomes fascinated by the world of
children, and even begins to experiment
with and discover its film language through
narratives whose focus is the child. Thus,
for example, the Brighton Academy is the
first one to play with screen shots in the one-
minute feature film “Grandma’s Reading
Glass” (1900) by George Albert Smith. On
the screen we see the little boy Willie, who
is playing with a huge magnifying glass and
begins to explore the world of objects, of
focus, and mostly the world of details. In
fact, this is how cinema starts to work with
medium shot and point-of-view close-up. |
mentioned this on purpose because in all
the years of cinematic evolution to follow,
the detail is the thing that will remain the
most heavily-loaded semiotic kinema
in frame; or, to make an analogy with
linguistics, it is the inherent morpheme of
screen image, according to the theoretical
studies of Pier Paolo Pasolini. The closest
shot — the detail — isavital instrumentin the
hands of directors and cameramen in this
very important aspect: it is not only a tool of
emphasis, but also an important dramatic
element, especially when complicated
psychological and emotional states in
the characters’ minds are depicted. Even
more so, when the protagonist in a film is
a child, the role of the detail becomes even
prominent and significant, especially if it's
further loaded and articulates specific,

coded socio-cultural references. In Hirokazu
Kore-eda’s films the detail also has leading
and fundamental role in the construction
of complex psychological portraits of
children. This is what the Japanese director
says: , That film is nothing but details. That
accumulation of small details is life. That's
where the drama is--in the small details.
When | was constructing each scene, |
tried to add details--the pyjamas,, the
toothbrushes, the other sort of things you
would actually find in a house that would
contribute to the feeling [the audience has
about the characters].” 4

In the context of cinema, the child
and childhood could be perceived as
inspiring mental constructs, which have
varying historical content and parameters,
determined by the particular author’s style
and approach, by the national identity, and
of course by the stage of cinematography’s
development. Film language articulates
child issues in a broad array of kinds, types
and genres.

Cinema is the strongest visual mass
medium through which messages easily
access a wide range of audiences. The
cinematograph intertwines the two active
layers of child subculture in different
proportions, depending on the author’s
vision. One of them is related to what
children create themselves i.e. that, which
forms their world, mythology, worldviews,
games, dialogues, reactions. The other
layer is created by the adults. Hirokazu
Kore-eda works perfectly with both of them.
In many interviews, the director says that
the script is enriched on the set by the
numerous conversations with the child-
actors. He asks them not to act in front of
the camera, but rather to be themselves;
to respond in a particular scene — situation
and dialogue — not like their characters,

3 Ehrlich, Linda C. (2006). Dare mo shiranai
(Nobody Knows). — Film Quarterly, Volume 59, Number 2,
Winter, p.46

4 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11
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but to respond following their own intuition,
personality and behavior. Betting on
authenticity and documentary approach
ultimately maximizes genuine results on
the screen. This approach is particularly
evident in “Nobody Knows” and “I Wish”.
Furthermore, “Nobody Knows” is based on
a true story, and in “l Wish” the boys playing
the screen brothers Koichi and Ryunosuke,
are the actual real brothers Maeda.

As Milen Enchev states: “The world, seen
through the eyes of the child’s imaginary
“I”, has a hidden meaning, significance
and perspective. There is “consistency’,
prestige even. Whereas the world seen
through the eyes of the adult’s imaginary
“I”, is enigmatic and hopeless; meaningless
and dramatic; sorrowful and leading back
into nothingness.”In Hirokazu Kore-eda’s
films it is as if these two point-of-view
approaches also intertwine and merge at
times, focusing on the image of the child.

When a child is in the lead role,
regardless of what type of film it is, the
authors of the cinematographic work
impose their current vision of what
constitutes the phenomenon of childhood.
And this phenomenon is built and upgraded
through the dramaturgical and aesthetic
principles of the cinematographer. Cinema
practically mimics childhood on one hand,
and on the other - builds it anew within the
frame reality. However, it doesn’t forget that
childhood is sovereign, significant and an
alternative to the grown-up world of adults.
The main planes of discourse, in which the
cinema-child is studied through the lens of
the camera are:

The child as an object of nurture; the
problem of initiation of the child; following

5 Enchev, Milen. (2013). The Children of the
Republic.Engineeringof childhood in Bulgarian poetry for
children during the first two decades after World War I1.

— LiterNet. [Online] 2013. Available: http://liternet.bg/
publish3/menchev/decata.htm [18.02.2015] [deuaTa Ha
Peny6nukata. KoHCTpyMpaHe Ha A4eTCTBOTO B GbJirapcKaTta
NIMPUKa 3a Aela Npes NbpBUTE [iBe feCeTUNeTns cnej
Btopata cBeToBHa BovHa. — Original title in Bulgarian]
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traditional values in the binary opposition
“parent-successor”; child’s behavior to a
certain set of social roles; the expression
of their own children’s identity; child
psychology; the problem of violence
among children, or the child as an object of
violence; children’s collective memory; the
mnemonic trauma; memory, forgetfulness
and historicity; the child and the challenges
of today’s dynamic world; children and
ecology; public reaction to a child in need or
in a dramatic, even tragic life situation, etc.

These discourses are actively articulated
in the contemporary East Asian cinema, to
which Japanese cinematography and Kore-
eda in particular also belong.

If we look at the history of Japanese
cinema, we can clearly see that the image
of the child as a social problem is constantly
developed by the classic directors Yasujiro
Ozu, Heinosuke Gosho, Akira Kurosawa,
Mikio Naruse and others. All of them
interpret in different ways complex screen
and dramatic fates in family context. Perfect
parents, dignity, disintegration of the family,
illusory image of the father, de-heroization
of parental images, conflicts between family
and society — all of these have an important
role in Japanese cinema, and they follow
the current changes in the socio-historical
system.

Familyisan active and changeable model
ofthe diversityin society. Through their films,
Japanese filmmakers offer their views on a
key moment for Japan: children for families,
or for the nation?® Kore-eda’s works are
no exception. The contemporary author is
frequently compared to the achievements of
Ozu and Naruse. ,I'm happy to be compared
to people like Ozu and Naruse.” - Kore-eda
says, and adds, laughing: ,I can’t imitate
someone like Naruse, so | don’t consider
myself his descendant, but I've had another

6 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.108
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look at Naruse, as | said. Naruse is closer
to my own feelings about people. He had a
darker view of humanity. Human beings are
no good.””

Kore-edainterprets casesand situations,
and shows how limitless extremes are. All
sorts of distortions are already happening
in the promised land of the stereotypical
image of the home, family and parenting.
And in fact, they may belong to any socium.
But most of all they develop in the Japanese
socium. Merry White repeatedly emphasizes
the following in the studies: ,Why children
are both elemental and problematic in
Japan today is a question with tangled roots.
It appears paradoxical that bearing and
raising children could have both institutional
and social approval but not have structural
support. This contradiction, unpacked,
reveals the gap between ordinary families’
realities and state agenda”®.

A broader and deeper analysis clearly
shows that in these three films Kore-eda
plays around with a number of concepts
related to the perceptions of and debates
around Japanese family culture and the
Japanese mentality (e.g. concepts of amae
and dualism tatemae and honne.). The
foundation of parental ideal is the strict
father figure (thunder father). The social
function role of women in the family is
linked to ryosai kenbo (good wife - wise
mother) and bosei hogo (“motherhood
protection”). Often, however, in today’'s
world these ideals undergo a change. Thus
the father becomes absent, spends time
only on the weekends (as is the case in Like
Father, Like Son). The mother’'s image is
implemented as tenuki okusan (“hands-off”
wives), partially depicted in “I Wish”.

In “Like Father, Like Son” and “I Wish”

7 Schilling, Mark. (2010). Kore-eda Hirokazu:
Interview. — Film Criticism, Volume 35, Issue 2/3, Winter/
Spring, p.11

8 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.100

we can observe some some fading images
of kosodate mama (a mother who totally
devotes herself to rearing her children
as her exclusive, singularly important
responsibility) and kyoiku mama (literally
“education mama”).

Realistically, most fierce is the
transformation of the mother in “Nobody
Knows”. The character is even left
nameless, named only with the indefinite
and even dismissive “You”. The mother here
is deliberately and literally typyfied as tonde
iru onna:,A concept borrowed From Erica
Jong’s Fear or Flying, very popular among
women in Japan in the 1970s. The phrase
came to mean a woman sexually liberated
and enjoying multiple relationships with
men without responasbility, or, by extension,
a woman who makes jer own decisions,
through life.” Lady “you“in, Nobody Knows”
— is exactly like that. Keiko Fukushima
performs a wonderful actress incarnation
- she is, in the most pejorative sense, a
woman-child; she is inherently infantile in
every sense of the word, and further loaded
with the characteristic irritating children
timbre of the voice. In this film by Kore-eda,
the image of the father is just... a passerby,
a DNA donor, no less irresponsible and
impersonal. Oddly, however, Kore-eda does
not humiliate or punish parents in any of
his films. On screen they even look kind of
likeable. But in reality, they are the ones
who create the social problem, not their
children.

The iconicity of the child in the Japanese
family culture is expressed by: kodakara
(literally, “child treasure”) representing the
idea that a child is a gift from heaven, and
through the idiom Kodomotachi no tame ni
- for the sake of the children. But this image
also undergoes various interpretations in
Kore-eda’s works. Even more interesting is

9 White, Merry Isaacs.(2002). Perfectly Japanese:
Making Families in an Era of Upheaval. Berkeley: University
of California Press, p.141
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the fact that the child in his films is faced
with taboos - the most vivid of which is that
of survival and acceptance of death. The
only exception is “Like Father, Like Son”,
where there is no death.

Kore-eda’s boys don’'t cry physically
- there is no place for tears in such a
dynamic, lonely, sometimes empty world,
in which you suddenly have to grow up, to
be stoic, and to persevere. They have to
somehow become older, wise, and mature,
in the prime of their childhood, long before
actually becoming so. Kore-eda’s boys cry
only very deeply, inside their own “Selves”.
They hide these invisible tears even from
themselves.

Hirokazu Kore-eda elegantly and
provocatively criticizes modernity by quietly
bringing to the surface inappropriate
questions related to the problems of the
average, ordinary person, who is part of (or
at least claims in their own way to be a part
of) the family and society. The object of study
is particularly interesting because the three
movies form an informal trilogy, and present
in different ways the themes of child-adult
relationships, child-child relationships, and
children-society ones. Hirokazu Kore-eda
shatters into little pieces the traditional
Japanese family template and the idea of
childhood as a space, ,as an ideally safe,
innocent, and carefree domain”°. The
stereotypes are shattered into little pieces
so that they can be rearranged into a new
puzzle, showing a new snapshot of the
situation.

The images of the boys in his three films
are created as mirror images. Adults - the
active participants in society - see their
reflections in these images. Mercilessly. In
order to understand who they are, how far

10 Montano, Jose. (2014). Rebellion and Despair.
Children and Adolescents in Recent Japanese Films.—
In: MediAsia / FilmAsia “2014. The Asian Conference

on Film and Documentary — Osaka, Japan. Nagoya: The
International Academic Forum (IAFOR), p. 58
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have come and where they are headed. The
moral framework surrounding the global,
restructured panorama of society is often
shocking. Painful. Sobering. Kore-eda’s
mastery, however, is exactly in the way he
is creating this surrounding frame - slowly,
piece by piece, building deep emotional
tension. At the same time, in his directorial
approach, the author never quite finishes
and tightens together the pieces of the
frame. He leaves free pieces. He leaves
room for hope through his open film endings
(which are typical of the three works:
“Nobody Knows”; “I Wish”, “Like Father,
Like Son”). The positive, which will unravel
negative seams in the pieces of the frame.
This way, thanks to the film message, the
viewer is given a chance to rearrange the
pieces of broken reality.

Hirokazu Kore-eda - as the author of
documentaries and feature films, always
deals with unusual stories. His thematic
axis is made from the pairs life-death;
moment-eternity; memory-present; illusion-
reality; what is desired-what is real. Kore-
eda is a restless visual archaeologist of
memories and deficits. He is inspired by the
empty spaces. And the bigger they are, the
better. Because it is from them, from the
seemingly nothing, that he builds his films
brilliantly. In the most laconic way, without
unnecessary dramaturgy and without
melodrama he manages to convey on the
screen the personal story. To finally get
to the main culprit of human drama: the
theorem of choice. While generally revolving
around the same thematic area, all his films
are very different, surprising and startling in
their own way.
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REFLECTION OF CARNIVAL PRINCIPLE IN THE SYMPHONIC MUSIC OF BRAZIL

Abstract

This article is devoted to the issues of Brazilian academic music, where symphonic creativity plays a very
important role in the XX century’s Brazilian composers’ legacy. At this time the Brazilian academic music has
completed the first part of the way in forming a composition school, representing the experience of social and
cultural identity of the nation. The process of mastering of symphonic music which is a highest intellectual
sphere of musical art coincided with the development of the national Brazilian music style. The best Brazilian
orchestral scores not only assimilated the achievements of the modern symphony, but also they became as
a center of national and distinctive musical and artistic traditions of Brazil. The aspiration to find their way to
the national development encourages Brazilian composers to a deep understanding of the historical past, the
study of national traditions, one of which is the Brazilian carnival. One of the main features of the «carnival
thinking» is a deliberate amalgamation completely different piece of music in a one single cycle. This tendency
makes a parallel with the idea of the carnival - the union of strangers by the idea of joy and happiness.

The purpose of this thesis is to open up new aspects of the creative process of Brazilian composers,
which are straightly connected with the carnival spirit. The main focus is placed on the most prominent and
artistically valuable music compositions, which had a significant influence on the formation and development
of national music of Brazil.

Keywords: Brazilian carnival, National culture, symphonic music, Heitor Villa-Lobos, Camargo Guarnieri,
Francisco Mignone, national identity.

BPA3W/INSIHbIH CUMO®OHUANbIK MY3bIKACbIHAAFbI KAPHABAJI NPUHLIUNIHIH PE®JIEKCUACDHI

AGcTpakT

KasaKCcTaHHbIH 3aMaHayu AaMyblH - Xanblkapanblk MOVbIHAayFa Me 60/FaH MaeHneTapanblK
KapbIM-KaTblHacbIMeH cunatTayfa 6onafbl. KazaKkcTaHHbIH Xac OyblH 6KinaepiHiH, anablHa KonFaH 6acTbl
MaKcaTTapbIHbIH 6ipi aneMik KeHICTiIKTe e3iH TaHbITy 60Jica, 01 YLWiH 6acKa Aa engepaid MoJeHUeTiH
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3epTTen 6inyi KaxeT. Enb6ackl HypcyntaH Hasap6aeB e3iHiH ongaybiHaa «6acKa ynTTapMeH KapbiM-

KaTblHacC apKblibl FaHa 6i3iH eNniMi3 TabblCKa ETiMN oHe 60/1allakKa biKknanbliH Xacan anagpl» - gen

aTan KepceTeai. bpasnnusanoik My3biKara ereH Kacioun, My3blKaTaHyLWblIbIK Kbl3bIFYLWbIIbIK 3aMaHaym
Kas3aKCcTaHHbIH Xanmnbl 9N1eyMeTTiK-M3/IEHU KOHTEKCTIMEH ThIFbl3 6annaHbicTbl. MaKkana, XX Facblpaafbl
6pasnIng KOMMNO3UTOPNAPbIHbIH, WhliFapMaLlbliblFbIHAAFbI CUDOHUANBIK My3blKa MacenenepiHe apHanagbl.
[oan ocbl yaKbITTa 6pasuiunsiHbiH, akageMusablK My3blKachl YATTbIH ©3iH 63i TaHbITaTblH 9/1€YMETTIK-M3AEHU
TOXipUbeECiH 6ingipeTiH KOMNO3UTOPbIK MEKTENTIH, KanbINTacy *KONbIHbIH, asgKTalfaH TYCblHAA KapKblHAbI
eKniHge anfa WbIKTbl. bpaznnma KomMno3nTopaapbiHbIH Y34iK OPKECTPAIK NapTuTypanapbl 3aMaHaym
CUMPOHUBMHIH XKETICTIKTEPIH Urepin FaHa KoMMaabl, COHAan-aK, YITTbIK-TYPMbICTbIK My3blKa/blK-KOpKeMIiK
J9CTypnep MeH o6pasaapabl XUHaKTagbl. O3iHAIK YATTbIK AaMy XKOJblH TabyFa aereH ymTblibic 6pasunns
KOMMNO3UTOPNAPbIHbIH TAPUXM 6TKEHIH TePEH YFblHYFa, YATTbIK ASCTYPAI 3epTTeyre ceben 60nabl, conapabiH, 6ipi
6pasununanbik KapHasan. byn makana, 6pa3vnns KOMNO3WUTOPAapPbIHbIH, 6Pa3nans XanKblHa TOH KapHaBanablK
OYHUWEHI ce3iHyiMeH 6annaHbICTbl WblFapMallbliblK NPOLECIHIH, XXaHa Kblp/lapblH KapacTblpadbl. bpasuniunsHbly,
YATTbIK My3blKa 6HEPiHiH KanbiNTacybl MEH AamyblHa anTap/blKTan bIKnan acaraH TaHbIMas, KOPKEM KyHAbl

WbiFapManap 6acTbl Ha3apFra ajbiHagbl.

Tipek ce3paep: bpa3unuanbik KapHaBan, YNTTblK MAEHUET, CUMDOHUANBIK My3bliKa, AWTop Bunna-Jlo6oc,

Kamapro MBapHepw, ®paHcucKo MurHoHe.

PE®JIEKCUA NPUHLUMUNA KAPHABAJIA B CHM®OHHUYECKON MY3bIKE BPASH/IUK

AGcTpaKkT

CraTbsi NnocBslleHa npo6aemamMm cMMMOHUYECKOM MY3blKK B TBOPYECTBE 6Pa3mnbCKMUX KOMMNO3UTOPOB XX
BeKa. IMeHHO B 3T0 Bpems 6pa3uibcKan akagemumyeckas My3blka B YCKOPEHHOM Temne npoLna nepsbin,
OTHOCMUTENIbHO 3aBepPLUEHHBIN OTPE3OK NyTU GOPMUPOBAHUS KOMMO3UTOPCKOW LUKO/bI, penpe3eHTUpyoLen
OMbIT COLMOKYNBTYPHOM caMonaeHTUDHUKaL MK HaLmK. Jlydlume OpKeCcTpoBble NapTUTYPbl 6PasnibCKUX
KOMMO3WUTOPOB HEe TO/IbKO aCCUMMUANPOBANN JOCTUKEHUS COBPEMEHHOIO CUMGbOHU3Ma, HO U ABASIOTCSA
CpPefoTOYUEM HaLMOHANbHO-CaMOOBbITHbIX My3blKanbHO-Xy40XKECTBEHHbIX TPAAMLMI 1 06pa3oB. CTpemneHune
HaWTK CBOWM HaLMOHaNbHbIM NYTb Pa3BUTUSA NOBYKAAET 6pa3nUNbCKMX KOMMO3UTOPOB K MyO6OKOMY
OCMbIC/IEHMIO UCTOPUYECKOIO NPOLLNOIO, U3YHEHUIO HALMOHaNbHbIX TPAAULMI, OAHOM N3 KOTOPLIX ABASETCA
6pas3nnbCKkuit KapHasan. OgHa U3 raBHbIX 0CO6EHHOCTEN «KapHaBanbHOMO MbILWAEHWUS» - HAMEPEHHOE
o6beanHEeHNe COBEPLUEHHO Pa3HbIX My3blKa/lbHbIX MPOM3BEAEHUN B e4nHbIN UMK, [logo6Hasa TeHaeHUMS
3acTaBnsieT NPOBECTH Napanfienb C Maeen KapHaBana — 06beJMHEHWE HE3HAKOMbIX APYr APYrY NIOAEN OAHOM

naeen pagoctu u Becesbs.

[aHHasa cTtaTbst NO3BOJIUT OTKPbITb HOBbIE CTOPOHbLI TBOPYECKOro npoLecca 6pa3uniibCKUX KOMNO3UTOPOB,
HepaspbIBHO CBA3aHHbLIX C KapHaBabHbIM MUpooLLyLieHeM. OCHOBHOE BHUMaHWe yaeneHo Haubonee
APKUM, XYLOXECTBEHHO LLlEHHbIM COYMHEHUSM, OKa3aBLWWM CYLLECTBEHHOE BIMSIHWE Ha CTAHOBNEHME U
pa3BuTME HaLMOHaNbHOro My3blKanbHOro UCcKyccTea bpasunuu.

KnoueBble cnoBa: 6pa3niibCKUI KapHaBan, HalMoHanbHas KynbTypa, CMMbOHUYecKasa My3blka, INTop
Bunna-Jlo6oc, Kamapro lBapHepu, PpaHcMcKo MUrHOHe.

An intercultural dialogue which has
received international recognition,
characterizes the modern development
of Kazakhstan. For realizing yourself in a
space - and this is one of our goals - the
younger generation of Kazakhstan needs
to learn and know more about other
cultures. In the message of the President
- Nursultan Nazarbayev noted that «only
in the dialogue with other nations, our
country will be able to achieve success and
influence in the future». [1] Brazil is the
biggest economic and investment partner
of Kazakhstan in Latin America. However,
the cultural contacts between these two
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countries has established recently. “To
establish political links between Brazil and
Kazakhstan is the least that can be done,”
- said the Brazilian ex-ambassador in
Kazakhstan Osvaldo Beate Jr. «\We have to
show the Kazakh culture in Brazil and the
Brazilian - in Kazakhstan».[2] Professional
and musicological interest in Brazilian
music fits into the overall socio-cultural
context of modern Kazakhstan.

Latin American carnival inseparably
linked to national identity problem in
Brazil. It is a good instrument, which can
create a vision of the cultural identity
of Brazilian people, united by the world
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renewal idea. The study of this issue will
be very helpful in understanding and
finding good examples of solving national
identity problems in our country’s music.
Therefore, the goal of this article is to
reveal features of symphonic music of
Brazilian composers through the prism
of latinamerican carnival. The objects of
study are «Symphony N2 3» by C.Guarnieri,
symphonic picture «Maracatu do Chico
Rei» by F.Mignone and a cycle of nine
suites «Bachianas Brasileiras» by H.Villa
Lobos.

The principle of carnival very widely
embodied in symphonic music. This
area of creation plays an important role
in the Brazilian composers’ legacy. The
stable position in the Brazilian Symphonic
music associated with its two opposite
properties: on the one hand - the ability to
quickly react to social life’s changes; on
the other hand — a great possibility to build
a concept of the world. Many H.Villa Lobos,
C.Guarnieri, F.Mignone and other Brazilian
composers’ symphonies were created as a
direct response to the political and social
events such as the Revolution of 1930.
(H.Villa Lobos «Bachianas Brasileiras»
N2 2; C.Guarnieri — «Symphony N2 1»).
Remaining musical chronicle of the era,
the symphony has never lost its traditional
functions of philosophical comprehension
of a reality in all its complexity. The historic
moment wasn’t only a «trigger». Giving an
impulse to the generalized concepts, a
symphony builds the idea, fills the music
of the specific content. The relationship
between the original impetus of life and
the final artistic result was dialectically
complex.

Extra-musical stimulus is what gave
rise to the content, but the latter could
no longer be reduced to the initial
momentum. It will be inevitably wider.
It has the properties of a generalized,
rich and multifaceted concept. Direct
communication plan with a reality gave to
symphonies a character, full of exciting era
documents and common human sense.

The artist has a possibility to see the
reality from high philosophical position:
therefore a specific historical phenomenon

that was a source of intention became

as a center of a holistic view of the

world. With this understanding of the
symphony, as the unity of the particular
and generalized, topical and universal, we
are facing works of Brazilian composers
of the first half of the XX century. The most
significant figures who have invested a
significant contribution to the development
of symphonic music are H.Villa Lobos,
C.Guarnieri and F.Mignone.

The period of musical art we are
reviewing coincided with the «Vargas
Era» (1930-1945) - the period of Getulio
Vargas’s government. The ideas of unity
and unification of the masses against
the ruling dictatorial regime, the pain
of loss and lust for life - all these things
were reflected in the works of Brazilian
symphonic composers. Symphony
has become the genre that has all the
possibilities to implement these ideas.
Aranovskiy wrote: «If we compare the
symphony with any other genres of art, we
won’t find in them «uniting function» as
in the symphony»[3, p. 25]. Also PBecker
confirmed: «Symphony, which is based
on the emotional and suggestive music
features implemented one of the oldest
functions of music - bringing people
together in the collectivity» [4, p. 103]. The
fact that Brazilian composers actively used
this genre represents the manifestation
of the carnival attitude - in the pursuit of
unity.

H.Villa Lobos’ symphonic legacy is quite
extensive and varied, which requires a
separate study. This outstanding composer
has made a significant contribution to the
development of Brazilian music. «<He was
one of the greatest composers of the XX
century, because he was able to reflect
in his music a variety of aspects of native
Brazilians life» — that’s what Leopold
Stokowski said about this composer[5,
p.162]. He had both the independent
nature of a self-taught artist and the
support of figures like Milhaud, Rubinstein,
Ravel, and Stravinsky. The success of
his Parisian premieres cemented his
reputation as the most celebrated Latin
American composer of his day. In
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«Bachianas Brasileiras» we can find

that composer knowindly combines
separate parts of cycle which were written
at different times into the one whole
composition. This feature of the creative
process of «Bachianas Brasileiras» forces
to hold a paralell with the same idea of the
Brazilian carnival — to combine different to
each other people with the idea of joy and
happiness, relief from the harsh reality as
«the return of a man to himself» [6, p. 6].

Proof of this is the history of writing
«Bachianas Brasileiras» N2 2. This suite
includes four separate pieces written
for different instruments before 1931
Prelude «O canto do capadocio», Aria
«0 canto da nossa terra», Toccata «O
trenzinho do caipira») - for cello and piano;
Dance «Lembranca do Sertao» - for piano.
Subsequently, the composer orchestrated
all four pieces, combining them into the
one composition.

The same tendency of joining various
compositions is noticeable in the works
of F. Mignone. Symphonic works such
as «Maracatu do Chico Rei» (1933),
«Babalosha» (1936), «Batucaje» (1937)
and «Auction» (1941) formed a single
symphonic series of «Brazilian fantasies».
C. Guarneri combined the symphony N°
2 «Uirapuru» and «Dedication to Villa-
Lobos» - the composition for the wind
and percussion instruments - into one
composition. It was the tribute to the
genius Brazilian composer.

Regarding to the «carnival» [author’s
note] of C.Guarnieri’s symphonies, in the
article of R.Bernardes that is devoted
to the creativity of the composer there
is a brief description of the first four
symphonies. The abstract dedicated to
the Symphony N¢ 3 draws the most. A
few months earlier F. Toni had published
«The letter to the musicians and the critics
of Brazil». It was a political manifesto
against other aesthetic influence. In other
words it was against the principles of
dodecaphony» [7, p.7]. Thus, «<Symphony
N2 3» was a kind of the musical manifesto.
The opening theme of the symphony was
chosen deliberately. It was the «teiru» - the
song of the paresis tribe living in the state
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of Mato Grosso. It is performed in the
connection with the premature death of
the chief. This melody passes through the
whole Symphony and generates the side
musical themes. Teiru is a symbol of the
carnival where the old dies. It goes through
the each piece of the symphony and
creates new beginning of the things. This
is a good example of using a folk melody
with saving the meaning and performance
conditions of the song.

The using of original folk songs and
dances in our research issue is expected.
According to Kazakh composers’ opinion,
itis the only way to create a national
identity image in music. But the analysis of
Brazilian compositions opens us a different
reality. As we noticed, Brazilian composers
very rarely use folk melodies. Even if
they use — it sounds reasonable and
makes sense. As a proof, we can quote
one of the greatest Brazilian composers
— H.Villa Lobos: «l don’t use folklore, |
am the folklorel» [5, p. 97]. Composers,
which music we are analyzing through
carnival principle, tried to use their own
thematism, in «Brazilian music style» with
its intonations and features. This approach
to creativity, which shows composers high
level professionality, is recommended to
the new generation of Kazakh composers.

Going further, it is hard to determine the
musical form of the works by the Brazilian
composers. They are a kaleidoscope of
various forms combined into one complex
improvisational composition. This allows
you to compare a bright kaleidoscopic
Brazilian folk festival full of joy and fun to
the real picture of life often tragic, thereby
continuing the renewal of the world.
Kaleidoscopic principle is a way to have
a dialogue between the two worlds - the
real life and the life of the «second» one
the «carnival» one according to Bakhtin.
The second part of the «<Bachianas
Brasileiras» N2 2 (1930), and Aria (Canto
de nossa terra) has the subjective
reaction (composer’s) and the objective
(the Brazilian people’s) one to the 1930
revolution. In the extreme sections, the
composer speaks from the first person
through the cello solo. The main theme of
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the cello is tragic and based on short sighs.

The middle section represents the
mass celebrations; it is the relief of the
people who are tired of struggle. As a proof
Bakhtin said: «The festivities have been
associated with the crisis at all stages of
the historical development, they are the
turning points of life, society and man.
Moments of death and rebirth, change
and renewal have always been leading in a
festive outlook» [6, p.6]. For the composer
the feast was the kind of hope for the
perfect life, the escape from the reality.

The manifestation of carnival in
F.Mignone «Maracatu do Chico Rei» has
the instrumental drama. The plot is based
on the King’s election and his victorious
dance Maracatu. The work of J. Murphy
«Music of Brazil: reflecting reality» they
mention the carnival of Recife where along
with samba, they dance maracatu. «The
dancer’s body maracatu always rocks
rhythmically back and forth. One of the
court ladies carries a well-dressed doll
— Kalunga - a symbol of the deceased
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MOVJIET APIABH
(Anmartbl, Kazakcran)

KbITAWAAFbI KASAKTAP/IbIH KYHLUIIIK OHEPI
(KYWNEPAI OPbIHAAAY OHEPI)

AGcTpaKT

Kaszak fganacblHAafFbl KYWLWIiAiK 6Hep, OHipiK XoHe opblHAaYyLWbINbIK epeKLwweniri apTypni 6ipHelwe
OopblHAAYWbINbIK MeKTenTepre 6eniHai. batbic KasaKcTaHHbIH KYMLWIiNiK eHepi (Tekne gacTyp) Kenterex
FblNbIMK eHBeKTepae 3epTTence, WepTne Kyn 4aCTypi Typanbl TEK COHFbl Ke3Ae FaHa A9MeEKTi TyKbipbiMaap
Xasblna 6actagbl. OMTCeae, WepTne KYM MeEKTENTEPIHIH OpblHAAYLWbIbLIK €peKLIENiKTepi OHbIH, iWiHae, acipece,
KblTanaarbl KasakTtapia caKTajifaH Kyn Mypanapbl Kasipri Kesae To/blK 3epTTenreH oK. OcblFaH opan
YCbIHbIIbIM OTbIpFaH MaKanaHblH MaKkcaTbl - KblTanaarbl Ka3aKTapablH KYMLWINiK 6HEPiH avpblKWa KepKeM
EepeKLIENIKTEPIH TYTac KOPKEM KyOblfbIC peTiHAe anKblHaay 60nMaK. MaKanaaa Tapuxu }aHe canblCTblpMabl-
TeopuANbIK 3epTTey agictemenepi KongaHbinagbl. COHAbIKTaH MaKana TYHFbIW peT: KbiTaidaFbl Ka3aKTblH,
KYRLWINIK goCTypi YW anmMakKka 6eniHin KapacTblpblnagbl;KbiTangarbl Ka3aKTblH op anMafFbliHa ToH KYWLWINiK
[9CTYpiHe }annblaama FblibiIMK cunaTTaMa ¥acanafbl;op YW ainMaKTa Ke3A4eCeTiH A4aCTYPi KeHe
foM6blpanapablH, TypnepiHe ToH NepHe TaFy YArinepi FolibiMU TYpFblAaH capanTtanagbl.KbiTaiaarbl Ka3aKTbiH,
pynbl €1 60/bIM KOHbICTAHFaH pyXxaHu MaAEHUETI,COHbIH, illiHAE, KYMLLINIK eHepi anMaKTafFbl pynapablH canT-
[J9CTypiMeH 6iTe KalHacbIn AamblFaHAbIKTaH, 9P anMaKTblH, My3blKaiblK 6Hepi KeH Tapuxu-MageHun anaa
KapacTblpbliMaK.

Tipek ce3paep: KyNLwinik eHep, AoM6bIpa, Ine aimarbl, NepHe, KafbiC.

TPAAULIUOHHOE UCNOJIHUTENIbCKOE UCKYCCTBO KA3AXOB KUTAA
(UCKYCCTBO UCNOJIHEHUSA KIOEB)

AGcTpaKkT

TpaAMLUMOHHOE NCMONHUTENBCKOE MCKYCCTBO (MCKYCCTBO UCMONHEHUS KOS Ha AoM6pe) No cBoen cneunduke
[ennTCs Ha pasHble WKOoMbl. MCKyCCTBO MCMONHEHUS KioeB 3anagHoro KasaxcraHa (TOKne Kioi) nccnefoBaHo
BO MHOIMX Hay4HbIX paboTax. B nocneaHee BpemMs 0 TpaauLMAX WepTne KoM Havanu nucatb 060CHOBaHHbIE
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3akatoyeHns. OgHaKo MCNOTHUTENbCKUE OCOBEHHOCTH LWKOJ WePTNE KoM MNOMNHOCTLIO ELLe HE NCCNeaoBaHbl, B
TOM YMCNE Hacnegue KIoeB Ka3axoB, NpoxuBalowmx B Kutae.

B naHHOM paboTe aBTOp CTaBUT CBOEN LIENbIO U3YYUTb UCKYCCTBO MHCTPYMEHTAIbHON MY3bIKM (KIOS1) Ka3axoB
KnTas Kak LenbHoe XyAoXKeCTBEHHOE fBNEHME, COMOCTaBNAA METOALI UCTOPUYECKOIO U TEOPETUHECKOIO
ucecnepoBaHus. B ctatbe paccMaTpmBaeTCs TPU WKOSbI UCKYCCTBA MCMOMHEHUS KOS Ka3axaMu,
npokmBalowmnmm B Kutae, faetcs obLas HayyHas XxapaKTepucTuKka Tpaguumsam 3Toro Buaa UCKYCCTBa,

T. €. UCKYCCTBa UCMOIHEHUS KioeB. AHann3npytoTcs o6pasubl CTPYH AN CTapUHHbBIX MHCTPYMEHTOB BCEX

TPEX PErMOHOB C TOYKM 3pPEHUS HayKK. [lyxOoBHas KynbTypa Ka3axoB, NpoxuBatwmx B Kutae, B TOM ynucne
MCNOSTHUTENBbCKOE UCKYCCTBO, pa3BMBanacb BMeCTe € Tpaauumammn 1 o6bl4asiMm HapoaoB 3TUX PErMOHOB,
NO3TOMY My3blKanbHOE UCKYCCTBO Ka*KAOro permoHa paccmMaTpuBaeTCsl Kak MCTOPUKO-KyNbTYpPHOE Hacneaue.
PasBuTHE 3TOro BMAA My3blKanbHOMO NPOU3BELEHNS BO BCEX TPEX PEMMOHAX A4eNnTCa Ha ABa 60/blumX

aTana: cepeauHa XIX B. n Havano XX B. B nepBbIM Nepruo UCNOTHUTENN TPEX PETMOHOB BHEC/IM OFPOMHbIN
BKNaA B pa3BWTUE UCMONHUTENbCKOIO MCKYCCTBA, COXpaHas Bce Tpaauuun. BTopolt neproa npeacrasnset
rpynna ropoAcKmx (CLEHUYECKMX) ucnonHuTenemn, nobbiBaBLwmx B EBpone, Takxe BHECLUNX HOBLUECTBA B
TpaaMLMOHHOE UCKYCCTBO. Mpon3BeaeHns KOMNO3UTOPOB-KoMLK XX B. MNMICKOro Kpasi NOCTENEHHO Havyanu
npuobpeTtatb coBpeMeEHHYI0 GOpMy U pa3BMBaTbCH B HOBOM HanpaBieHuun. Co BTOPoW NonoBUHbl XX B.
HaUMOHaNbHbIA MHCTPYMEHT — AOMOBPY HaYanu co3gaBatb No HOBOM GOPMe, M OHa NOCTENEHHO Tepsna Te
3BYKOBbIE KPaCKM, KOTOpble GbIfIN MPUCYLLX MENOAUSM Ka3axCKOM CTenu.

KnioueBble cnoBa: CKYCCTBO MCMONMHEHUS KioeB, AoMbpa, MNUINCKUIA Kpal, CTPYHbI, Urpa.

TRADITIONAL PERFORMING ARTS OF ETHNIC KAZAKHS IN CHINA
(KYUI PERFORMING ART)

Abstract

Traditional Performing Arts (performance of kyui on dombra) in its specificity is divided into different schools.
Kyui performing Art of Western Kazakhstan (tokpe kyui) studied in many scientific papers. In recent years,
scholars started writing reasoned opinions about the traditions of shertpe kyui as well. However, performing
peculiarities of shertpe kyui schools are still not fully studied, including kyuis heritage of Kazakhs living in
China.

In this article, the author aims to explore the art of instrumental music (kyui) of Kazakhs in China as a whole
artistic phenomenon by comparing the methods of historical and theoretical research. The article discusses
three schools of kyui performance art of Kazakhs living in China, and provides a general description of the
scientific traditions of this art form, i.e. art of kyui performing. Samples of strings for old instruments of all
three regions are analyzed in terms of science. The spiritual culture of Kazakhs living in China, including the
performing arts has evolved along with the traditions and customs of the peoples of those regions, so the art
of music of each region is considered as a historical and cultural heritage.

The development of this type of musical composition remained in all three regions, is divided into two large
stages: the middle of the 19th and early 20th centuries. This was the period when the artists of three regions
have made an enormous contribution to the development of the performing arts, maintaining all traditions.
The second period of development represents a group of urban (stage) artists who have visited Europe,

and brought novelties to the traditional art. The works of kyuishi-composers of the twentieth century in lli
region gradually began to acquire its modern form and evolve in a new direction. Since the second half of
the twentieth century, the national instrument - dombra has been made in a new design, way and it gradually
started to lose those sound colors that were inherent in the melodies of the Kazakh steppe.

Keywords: kyui performing art, dombra, Ili region, strings, performance.

Kipicne

XankbIMbI3blH KY ©Hepi caH Facbipfiap
O0Wbl YpraKTaH-ypnaKkKka, atajaH 6anara
Mupac 60bIMN Kefe }aTkaH 6ara xeTnec
pyXxaHu acbln KasblHa. Kasipri KyntaHy
FbUIbIMbIHAA KYMLLINIK OHEpP, OHIpIIK KoHe
OpblHAAYLWbINbIK epeKLWeniri }afblHaH

9p TypAi GipHelle opbliHAAYLWbIIbIK
MeKTenTepre 6eniHai. Atan antcak: LUbiFbic

KasakctaH, XKeTicy, Apka, Kapartay, Cbip
6oibl, baTtbic KazakctaH, MaHfbicTay
KYMLWINIK MeKTenTepi KaTap/ibl KeTi

Y/IKEH OpbIHAAYLLbIbIK MEKTEN 60/bIN
KanbintacTbl. OCbl OpbIHAAYLWbLIbIK
MeKTenTiH, iwinae WWbiFbic KadaKkctaH
KYMWIiNiK meKkTebi. byn opblHAayLWbUIbIK
MEKTENTIH, Y/IKEH Bip TapMafFbl - KbiTal
XanblK Pecnyb6nmKkachbiHbiH LLUbIHXaH YHFbIp
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aBTOHOMMUSANbI PaNOHbIHAAFbI Ka3aKTap/AblH,
(enKe gen TYCiHreH AypbIC) KYMLWIiNiK
MeKTebi. KbiTan Xanblk PecrnybnnKacbiHbIH,
LUbIHXaH, YUFbIp aBTOHOMUSASbIK PanoHbIHA
KapacThbl Ine Ka3dak aBTOHOMUSASbIK
06nbICbIHbIH AnTan, TapbaraTtan, Ine
anmMaKTapbiHaa CaHxbl, bBypatana
o6nbicTapbiHAa, Kymbln anmarbiHAa, [aHey
enkeciHge, KynTyH, WbixbI3bl, YPiMKi
KananapblHAa eMip cypin »KaTKaH eKi
MWIMOHHAH acTaM KaHJacTapbiMbI3 [1,
265-296 60].

MaxkanaHbIH, 03eKTiairi: Kbitangarbl
KasaKTapAblH KYRLLINiK eHepi Typasibl
TOSMbIK 3eTTEyNep FaHa eMec, Xalmnbl OChbl
OHipAIH KYRWINiK gacTypnepi typanol
MaTtepuangapablH, 63i 6YriHri KyHre geniH
MapAabIMCbl3 601ybl MaCeNeHi apHambl
3epTTeYAi KaXKeT eTeli.

3eprTey apictemenepi: Makanaga
TapPUXU XKOHE CanbICTbiPMabl-TEOPUSANIK
3epTTey ajicteMenepi KongaHbinaabl.
CanbiCTbipMaribl TEOPUSANBIK 3EPTTEY
JOMObIpa nepHeNepiHiH XaHe ap
aWMaKTblH KYW 6HEepPiHiH KOpKeM
epeKLIeniKTepiH capantayra MyMKIiHAIK
TyFbl3afbl. AN Tapuxu 3epTTey agicHamachl
KYM XXaHpnapblHbIH }KoHe KYHLWi
casrepsiep MeH opblHAayLWbINapablH
WblFapMallblNblFbIHAH a3fafFaH Tapuxu
[lepeKTepre ToKTanyabl Kesenmi.

3epTTey HoTHXKenepi: My3blkaTaHy,
OTHOMY3blKaTaHy canacblHa }XoHe opTa-
OFapbl My3blKallblK OKY KypasiapblHa ace
Ka)KeT eHOeK.

3epTTey Ke3seHaepi: Yl aiMaKTarbl
CcaKTanfaH KynnepaiH Aamybl YJIKEH eKi
Ke3eHre 6eniHei. BipiHwi ke3eH 6yn XIX
FacblpblH opTackl MeH XX FacbipabiH 6achl
Ke3iHaeri KyrLWinik eHepaiH gamybl. byn
Ke3eK YL anMaKTarbl apblgafbl Kynwinep
canbln KETKEH KYMLWIiNiK eHepaiH A9CTypi
JaMblfaH Kes.

EKiHwi ke3eH XX FacblpAblH opTachl
mMeH XXI FacbipablH 6achl. bipiHwi Ke3eHae
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YW avMaKTaFbl KYMLWIiNiK JOCTYP €CKINiKTiH
KanMaraH 6y36an agamblabl. Al eKiHWi
Ke3eHre KenreHge EBponasnblK OKbITY
YPAicCiHe ylblparaH KanasblK (CaxHasblK)
KYHLinep Wofblpbl Nanga 60.biM, 63
anMarblHOaFbl 4OCTYPi eHepai AspinTeyaiH,
OpHblHa YaHallla Ke3Kkapac namnaa
6onabl. Con cebenTi ge, XX Facbipaarbl Ine
anMarblHOaFbl KYWLWi-KOMNO3UTOpnapabliH
LblFapManapbl eCKiNiKTi capblHHaH, ajic-
amangapaaH ax<blpbln OCbl 3aMaHfbl
dopmaga namu 6actajbl.

YW avmMaKTafbl JOMObIpa acnabsbl
[la anfallKbl ecKi lWwanna gomMoblpaaaH
XX FacblpAblH OpTacbiHaH KeWiH XaHa
dopMara KenTipinin xacasnbin, Ka3akbl
IblObICTbIK 605lybIHAH anbipbina 6acTtabl.
byraH ganen, con Kewinri xaHa ¢opmaja
YXacanfaH goMb6blpanapia TapTbliFaH
KYWepMeH, ecKi gombbipanapaa
TapTbIFaH Kynnepai Abl6bICTbIK
60syblHAaFbl arblpMallbliblK 60bIMN OTbIP.

Kasipri Tanga KbitanapbiH, LLbiHXaH,
eJIKeciHe, Ka3aKTblH, KYWLWIiNiK 6HEepiH
¥anfacTblpy MaKcaTbiHAaFbl 6ipai-
€Kini opta My3blKaJ/iblK OKY OpbIHAaPbI
FaHa 6ap. Onap »Kofapblga anTkaH
KYMLWINiK anMaKTapablH alMaKTblK KoHe
OpblHAAYLWbIbIK epeKLLENiKTepiH 6acTbl
Hazapfa ycTan con aMMaKTapAblfbl aTagaH
Oanara XanfacKaH KyWLWinik eHepaiH
MyparepnepiH gavblHaayFa nopMeHai
YMBbIC icTen anman oTblp. MyHaarbl ceben,
6o/lallaK eHepre myparep »acrtapzbl
©3i Tybl/IbIN 6CKEH anMaKTarbl KanMarbl
Oy3bl/IMaK cakTanfFaH Te/l eHepre aerex
Ke3KapacTapblH HaKTblibl aiKblHAaMayaaH,
COHJaun-aK caxHanblK ypaicke 60 ypbin
[OCTYpni KYWWIiNiK eHepaiH aganasnblK Ta3a
TaburaTblH cakTamayaaH. CoHAbIKTaH
KeNelleKTe YLl arMaK TonblparbiHAafbl
KYMLWINiK eHepaiH anMaKTbIK oHe
OpbIHAAYLWbINbIK epeKLWENIKTEPIH KelleHai
canbITCblpMarsbl 3epTTen, FblbIMU
NpPaKTUKaNbIK XXYMWEre eHridy }ocnapJ/aHbin
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OThbIp.

MaceneHi TanKbinay: Kasipri TaHaa
TeK KbitanabiH, LUbiHXaH enkeciHae
TYPaTbIH KYW 6HEPIHIH }KaHallblpnapsbl
MOHOrpadus, HoTanbIK XUHaK HerisiHge
FaHa 6ipai-eKini }WHaKTap WblfFapfaH [6],
[7],[8], [9], [10], [11], [12], [13], [14], [15],
[16],[17],[48],[19],[20],[21],[22],[23].

OWTCE e WepTne Ky MEKTENTEPIHIH,
OpblHAAYLWbINbIK epeKLWeNniKTepi OHbIH
iwinae acipece Kbitanaarbl Ka3akrapaa
caKTanfaH Kyn Mypanapbl TONbIK
3epTTengi aey epte. Ocbl OHipAeri Kyn
MypanapbiMbI3abl 6i3re 6enrini banirit,
ToTTiM6eT T.6. KYMWINiK eHep nenepiHge
CaKTanfaH e3iHJiK KonTaHbanapblH
LUbIHXaH Ka3aKTapblHOaFbl KYWLWIiNiK
OHepAiH e3relle arblpMallblbIKTapbIMEH
CanbICTblpa anKblHaAYObl KAXeT eTen.
KXP LbIHXaH Ka3aKTapblHbIH, KYMLWIiNiK
©OHepi Typanbl TONbIK 3eTTEYNep FaHa eMec,
Yannbl OCbl OHIPAIH KYMLWINIK goCTypnepi
Typanbl MaTepuangapiblH 63i 6YriHri KyHre
JeniH mapabiMcbl3 60nabl. COHAbIKTaH,
KblTangarbl Ka3aKTapaa cakTanfaH
KYMWINIK 09CTYPAi aiMaKTblK ayKbIMbIHAA
3epPTTey — YaKbIT KYTTIPMEWTIH ©3€EKTi
Macenenepain, 6ipi 60nbIn OTbIp.

MaceneHi 3eprreyaeri
aKcneAuLMANDbIK canapnapaa
aWMaKTbiH 6HepiH XXuHan, xaTray
GarbiTbl.Hana KYHiIMHEH OChbl TYbI/bIMN
OCKEH enKeMeri KyrLWinik eHepaiH,
6o/allaK 3epTTenyi KaTTbl TONFaHabIpAbl,
COHbIH HoTUKeciHae Ine, AnTan, Tapb6araTtan
KYMLWIiNiK aiMaKTapblHa KenTterex
3THOrpaduUanbIK aKcneaMsnap xacan
OoFanbln 6apa )aTkaH (oH-KyH, Kapa
eneH, CbIHCY, XOKTay, Kucca-gactaHaap,
aybl3 9€OUETIHIH yNrinepi, caaTlbINbIK
OHepiHe KaTbICTbl) 6aFa KeTnec Kbipyap
MaTtepuanaapbl Xa3sbin angbiM. CoHaan-
akK ocbl MaTepuangapablH 6ip 6eimiH
(100 re TapTa oH-KyH1) «KasaKTblH ASCTYPI
1000 Ky#ni», «<KazakTbiH gocTtypni 1000

OHi» 2009 K, aHTONOrUAChIHA EHTI3YMEH
KaTtap M.96yrasbl MeH Gipnecin «auwim
YKoHe Ine anmarbiHbIH Kynnepi» 2008 K,
aTTbl XpecTamMaTUsNbIK XUHaK eTin 6acna
O6€eTiHEH WbiFapabiM. MeHiH X1HaybIMaaFfbl
KYM aHbl3Japbl MEH KYHNEpPAiH HOTasblK
HycKanapbl 2009 Xblfbl Xapblk KOpreH
«LIbIHXaH Ka3aKTapblHbIH, pyXaHu
MOAEHUET YNrinepi» atTbl KENTOMIbIK
eHOEeKTe }apblK Kepai. Opi KYNWiniK
MEKTEN }KalblHAa OHfa TapTa Fbl/lbIMU
MaKana »a3sabiM.

MaceneHi 3epTTeyae maKana
aBTOPbIHbIH Yneci. LLbiHKaH
Ka3aKTapblHbIH Tapuxm-aTHOrpaduscbiHa
LLIOJY Xacau OTbIPbIN, COJ eHipAaeri
KYMLWINiK eHepre biKnanbl KapacTblpaMblH.
KblTan xepiHaeri Ka3aKktapablH
3THUKabIK KOHbICTAHY Xafaanbl GFHW,
Y/1bl XXY3 Ka3aKTapbl (HerisiHeH andaH
MEH cyaH pynapsbl) XeTicy eHipi MeH
LUbIHXaHHbIH INe eHipiHae KOHbICTaHFaH.
OpTa *Ky3 KadaKTapbl (HanmaHgap,
abak Kepen pynapsbl) Kasipri Kbitan
TeppuTopuacbiHaarbl AnTanabiH XemeHewn,
Cayblp eHipiHOe KOHbICTaHFaH. An HariMaH
MEH yaK pyfiapbliHblH 6ipa3bl TapbaraTan
OHipi aTan anTKkaHga 6yriHae KbitanabiH
Ine eHipiHAe ¥acan oTblpFaH ipreni Kbi3amn
Tannacbl 60/bIn OTblp. OCbl aiMaKTa pynbl
€ 60/1biN KOHbICTaHFaH Ka3aKThblH PyXaHu
MOAEHUETI OHbIH, illiHAE KYHLWIiNiK eHepi ap
anMaKTarbl pynapabliH cant-4acTypi MeH
6iTe KamHacbIn gamblabl. AFHK, LLUbIHXKaH,
e/KeCIHAEri KasaKTtapablH, KYULWIiNiK
MeKTeOI XKannbl KYULLINIri *)aFblHAH YIKEH
YLl aMaKKa 6eniHep,.

[. Ine anmarbl. Il. Tapbaratan anmarbi .
AnTan anmarbl.

MoaceneHi sepTTeyae aiMaKTbIK
epeKwenikrepai avkbiHaay

[ne aMafbIHbIH KYHLWIiNIK MEKTEDI

HKepi warblHaH Ka3aKcTaHHbIH HeTicy
anMarbIMEH LeKapasac a3 }ayblHbl
MOJ1, KbICbl Xbl/ibl KyHapbl anmak. Koprac,
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Llanwan, KyHec, Torbi3Tapay, Tekec,
Hbinkbl, Kyka aynaHaapbl Katapibl

ceris ayaaH 6ip KanagaH Kypanbin
opTanblfbl Kymka Kanacbl. Ocbl ceris
ayfaHZa xaHsynap (Kbitan), KeblpFbi3gap,
YHFbIpSiap, MOHFONIIap MEH KOca

Ka3aKTap Wi KoHbICTaHFaH. HeriziHeH
HaMMaHHbIH, Kbl3aK TannacbiHaH 6acKa

6ip aybl/l KOHbIpaTTap, afbaH-cyaH pynapbl
eMip cypeai. byHaafbl Ka3aKTapablH
TIPWIiNiK Ke3i HerigiHeH Kewneni man
LapyallblnbIFbl YXoHe }apTblian
OTbIPbIKLLbI €TiH WapyawbUbIFbl. e
KYMLWINiK MEKTEBIHIH eKinaepi Ka3aKTblH,
Y/IKEH €Ki pynblK TannacblHaH Kypanaabl.
ArHn OpTa HarMaHHbIH Kbl3ak TannacblHaH
LWbIKKaH KOHKaW, Ma3ak, TileMic, Tepreycis,
JLWIM CUSAKTbI KYHLWiNepMeH Katap ¥ibl XKy3

anbaH pyblHaH LWbIKKaH KOMKeKe KywnLui
6acTaFaH KyuLinep KaybiMbl. KoXKeKe
HKeTicy Kynwinik meKkTebiHiH XaHe ochl Ine
KYMLWINiK MEKTEOBIHIH, ipi eKingepiHiH 6ipi.
Cebebi, Koxeke 1823 xbinbl KeTicyaa
Tyblbin, 1860 xbi1gap wamacbiHaa

Ine amMarblHa KOHbLIC ayaapbin lne Kyn
MeKTEOBIHIH KaNblNTacyblHa YIKEH biKNan
€TiMn, COHFbl 6MIpi Ine anmarbiHOa OTTi.
TemeHperi kecteae Ine eHipiHiH apblgaH
YETKEH Kyuwwinepi:

[neanmarbiHAa KeHeaeH 6i3re XeTKeH
KynnepaiHbacTbl epeKLueniKTepi: ayeHi
YaFblHaH ecKi 6aKCbIbIK capbliHaap,

Kapa efieH, *KOKTay, CbIHCYablH ayeHaepi
Ui Ke3peceni. Cebebi Ine anmarbliHAaFbI
KasaKTapaa KyHi 6yriHre geniH cant-gacTyp
Tasa caKranraH. Mbicasibl: Kbl3 y3aTy TOMb

KoHkai LLUoKbipaKkybl

Korkeke Hasapynbl (1823-

v v
Masak, HKanfabaitynbl (XIX-XX) MepreHbait EpaeHynbl (1843-
Tinemic Ecenynbl (1863-1920) 1929) CbibaHKyn Kanbacynbl
Teprevci3 baneKkenvnbl (1886- (1865-1945)
v v

ouwim AyHwiyni (1896-

\

1985)

1984)

Jdaynet Masakynbl

oTixaH Ucaynbl (1900-1973)
Mmaw AcKapbekynbi (1922)
Kaman Makaiiynbl (1925)
oninbek Manikynbl (1928-1975)

Haypbizbek 96aicametynbi (1930-

obeyranu 9ainbekynbl (1930-2003)
Manik 9nmakbiHyAbI (1936)

KyaHblw6aii Tepreycisynbl (1938-
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asiKTanbin, Kbi3bl XaT }KYPTKa WbIFapbin
canap/a, eCKifleH Kene ¥aTKaH *OCblH
OoMblHLWa KbI3 ayblblHAaFbl Cepi XKiritrep
¥ap-rKap anTbin, Kbl3ablH 6acbiHa 6epTne
canbin alHana KopluaraH XXeHresnepi
GapfaH epiHe 6angan 6aTbin, cyaan
CiHyiHe ecueT Topbue HeridiHae Kbl36eH
KOCbI/bIMN CbIHCY anTaabl. AN Kici enimiHae
[le, Call CYMeKTi CblpKblpaTaTblH XOKTay
anTbinaabl. Ine eHipiHaeri ecKigeH Kene
aTKaH oMHamasnbl 6aKcblnap AomobIpa
XoHe KOObI3 acnabblH TapTa 6inreH. ArHu
JOMObIpaHbIH OpTa WeHIHAEri«pe-Mn»
[blObICblHaH 6acTanaTbiH 3apsbl 8yeHi
6eszingete TapTbin 6GaKCbIIbIK OMHaFaH.
Mbicanbl: 1930-1940 xblngapsbl lne
OHipiHe TaHbiMan Myca aereH 6aKchbl
6onfaH. MycaHblH 6anacbl Kacenin ge Ine
OHipiHe TaHbiMan 6aKcbl. Ocbl KaceniH
OaKCbIHbIH 8yeHOETIN anTaTblH 6NIEHiHIH
TeKici MblHaHaan 6onFaH:

On, anna-ay, nipim-ay,

AnnbiC KOMAbIH Tepici.

Ay 6on1MaraH aysinem,

CeKceH KonablH Tepici.

HeH 6onmaraH aynuvem,

ToKcaH KonablH Tepici.

ToH 6onMaraH aynunem,

On, Anna peHaep - Aen waHblpakKa
epmMenen ¥eHeneTiH. MiHe }ofapblaafbl
anTbinFaH 6aKCbIbIK 9yeHOEPAiH TEKCI
coHay apblaafFbl KOpKbITKa KaTbICThl
bipapaaH aHe Annambic 6aTbIp
XblpblHaH Aa Ke3geceni. CoHaan-ak ocbl
€CKi ayeHaepaiH 6apsbifbl Ine avmarbl
KynnepiHae MeH MyHaanan typajabl. ©3re
LWepTne KYW MeKTenTepiHAEri Kyniep
OpblHAANYbI }afblHaH Heri3iHeH (KebiHece
Tepic 6ypayaarbl Kynnepae) opta 6yblHHbIH
«[10-A0» AblObICbIHAH, HEMECE Killli CaFaHblH,
«[10-CONb» AblObICbIHAH 6acTanca, Ine
anMarblHOaFbl Tepic 6ypayaaFbl OWiMHIH
«Tepme KyW» aTTbl KyWiHAe, Heri3ri ayeH
6ac 6YyblHHbIH, «Mn 6eMonb-Cr 6eMosb»
IObl6biCbiHAH 6acTanbin opTa OyblHFa
asngaman, 6ipaeH carara Keteai.

An DWiMHiH, «<AK epKe» aTTbl KyHiHAe
Heriari ayeH «Cn 6eMonb»abl6bICbIHaH

TEPME KYH

Oprama, saamepl
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Opuanaaran Kasian Makai
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6acTanbin, 6ipaeH carafa WapbIKTan
WhbiFagbl. Kynwinik eHepaeri 6ypbiH COHAbI
KesaecrnereH 6yHaan epekwenik lne
KYMLWINiK MEKTEOBIHIH, ipi TynFanapblHbIH,
Oipi Owim JyHWiyAblHbIH KYRNEPIHEH MHKMUi

Kesgeceai[2,19-35-51-74 66]. Mbicanbi:
CoHbIMeEH KaTtap Ine amarblHAAFbI OH,
Oypaynarbl KEMGIp Kynnepae Ke3aeceTiH
Menu3nMaepaiH epeKLlenikTepi earewe.
byn epekweniktepai kebiHae aacTypi
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OpblHAAYLWbINbIKTaFbl KONAaH Kepin any«bnoxenet» ajici opta 6yblHHbIH,
YMPEHY HEMECE KyMMa KYNaKTbIK KacueT aCTblHFbl «pe» AblObICbIHA anblHFAHbIMEH,
apKblibl 6oMaca TbiHAayLWbl(YHPEHYLLI) ecTinreHge ofrapfbl «pe» AblOblCbl 60bIN
6arKaManabl. Opi OyHAan epeKLuenikTep ecTineni. MaHafbl aCTbIHFbl «pe» AblObICbIHA
HOTaNbIK XKa3bara Tyce 6epmengi. alblHFaH «pnoXeneT» ofiCiH eTe MyXUAT
AFHW OWiMHIH LLbIHXXaH, eHipiHAE Ken ThiHAamMaca YCTiHI 60cC ileK «pe» AblObICbl
TapTbl/bIN XYPreH «AiMasbl KEHEC», 60/bIN Ta ecTineai. Mbicansl: Kynwi Kaman
«Hacuxat, MasaKTblH «<KeHec» KaTapbl MaKanyblHbIH OpbIHAAYbIHAAFbI DLWIMHIH
KyWnnepiHae Ke3aeceTiH AblObICTbl TYThIN «AnMarnbl KEHEC» KYMiHiH 16 TaKTiciHeH
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6acTanbin, 21TaKTiciHe KenreHae eKi Typni 6onbin ecTineni. CoHfbl TakTigeri
aliblHaTbIH «QNOXeNneT» ajici TeMeHaerigen TYTbIN any «bnoxener» afici })orapfbl
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«pe» AblbbiCcbl 60/bIN ecTineai:Myxumart TYThIN any «bnoxenem ajici TemeHaerigen
TblHOAAMaraH }Kafaanaa, CoOHfFbl TaKTIAEeri 00cC ilWeKTeri «pe» Hemece 60C ileKTeri
HACHXAT
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«pe-conb»ablOblCbl 60bIN ecTinesi. TYTbIN any «paoXKeneT afici }ofapfbl

HocuxaT KyHiHiH 7-8 TaKTiciHae opTa «pe» AblobICbl 60MbIN ecTineni:dypbic
OYbIH aCTbIHFbl «pe» AblObICbIHA KOMbI/IFaH TblHAaMaraH Xafraanaa, HacuxaTt KYMiHiH
HACHXAT

S ITLE | J-J,\I'rl.llli'r.ﬂl.-l
Wypaes, keniaai Opwingaran Kasman Makai
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7-8 TaKTiciHAe acTblHFfbl «pe» AblObICbIHA Ma3saKTbIH «<KeHec» KyWiHiH 14 TaKTiciHeH
KOWbINATbIH TYTbIMN any «prnoxener» 6acrtanbin, 19 TaKTiciHe KenreHge
JJICiHIH 6epeTiH AblbbICbl 60C ileKTErI aNblHATbIH «bIOXenNeT djici TeMmeHaeriaen
«pe» AblbbiCbl 60/bIN ecTinin Typ:Kynuwi eKi Typni 6onbin ecTineai. byn ynrige
Kaman MakanynblHblH OpblIHAAYbIHAAFbI «KeHec» KymriHiH 19 TaKTiciHae opTa
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O6yblHOaFbl aCTbIHFbl «pe» AblObICbIHA ynrige «<KeHec» KyriHin, 19 TakTiciHae
KOWbIIFaH TyTbIN any «pnoxKenet afici opTa 6yblHAaFbl aCTbIHFbl «pe» Abl6bICblHA

YOFapFbl «pe» AblObICbl 60bIN ecTineai:byn KoMblnaTblHaH TYThIN any «boxener» ajici

YaW eCTiIreH }araanaa, }orapfbl «pe» OYEH }KaFblHaH yKcac 60/FaHbIMEH, WbIH
Obl6bICbl 60/1bIN ecTinegi:ofapblaarbl MoHiHAEe 6epPETiH AblObICTbIK TEMOIPI
aic-amangap kebiHae KonaaH Kepy (6051ybl) Mynagem 6enek. Xannbl TyTbin

apKblnbl NapblkTanagbl. *Xan KaparaHga any«pnoxenemajici 6y KasaKTblH,
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KYWLWINIK eHepiHA4e eTe Wi KohaHblnaTbliH
agic. Ocbl KoxkeKe KynnepiHae ae

YKOKTay, CblHCY, Kapa e/eH capblHAapbl

MEH KaTtap Kyn eHepiHaeri }ofanbin

6apa KaTKaH Kyw TapTyablH eCKi aic-
amMangapsbl Ui KepiHeai. MaHafbl TangaraH
TYTbIN any «pnoxenemagici KoxeKeHiH,
«HypFasapblH 6yn16y/», «Capbl6apnbl
6yn6yn», «<Kbi3annapMeH KollTacybl» CbiHAbI
KenTtereH Kynnepinae kesgeceni[3, 38-47
66.].

Ine amMarbl KYHNepi KypbiabIiChbl
KaFblHaH XaHe AMana30Hbl XafFblHaH KYM
KYPbUIbICbIHbIH, laMybl CTPYKTypanapblH
caKTaw oTblpbin, 6ac 6ybIHHAH (6ac
LLIEHIHEH) YNIKEH caFa «pe» AblObICbIHa AENIH
WhbIpKan WhIFbIM, 8P KYULiH TapuXbIHaH CbIp
wepTteni.CoHpan-ak 6yn eHipaeri Kynnepaiy,
KaFbICbl KEGIHAE TOMEH Ka3aKLla Kypen
TapTy oficiMeH anKbiHAanaabl. «Kypen
TapTy» 8icCi IereHimMia - ecKifleH Kene
aTKaH WepTne Kyn TapTyaarbl OH KoNaarbl
TOPT caycaKTblH 6ip yaKblTTa Knmblagan,
wepty aaici[4]. byHaawn agicTi xanblK
apacblHAa Ka3aKbl WepTic Aen Te ataraH.

byn eHipaeri gom6bipa acnabblHbIH,
KYPbl/bICbl OENTifi Ke3eHaepre
6anfaHbICTbl ©3repin oTbipfaH. CoOHAbIKTaH
acnanTblH e3repyiHe 6annaHbICThbl
KYWIEepAiH Ae KypblibiCbl 6acKalla
JamblifaH. YW anMaKTafFbl JoMOblpanapabiy,
Kacasny niwiHi WwepTne Kynnepre apHamubl
apHasbIn WaHarbl }anmnak (Kanak),

MOWHbI XyaHay, NepHe caHbl (anfallKbl
yarinepinge) 13-14 6annamra geniH FaHa
6onfaH. byn nombbipanapfa epTe Ke3ae
ELKIiHIiH iweriHeH KonhaH nipin iwek
TafblN KYW TapTKaH. EWKIiHIH ilweriHaH ilekK
Tarbl1bIN TAPTbIIFAH KYWNEPLiH KasaKbl
[bl6bIC 605Ybl 6aCbIM 60/1bIN KOHbIP YHAI
6onbin ecTinreH. KeniHHed LWaHnxanaaH
apHaWbl Ka3aKTblH JOMObIpa acnabblH
3epTTEreH yNTbl XaH3y (KblTal) MaMaHHbIH,
KypacTblpybIMEH }acasifaH JoMOblpaja
opblHAanabl. byn fom6bipa 6YpPbIHFbI
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JoMOblpanapra KapafaHia WaHafbl
VAKENTININ 17 nepHe Tafblnbln }acanibl.
lweri cbiM TeMipaeH Tarbingsl. LaHxanaa
anfalll acanfaH JOMObIpaHblH, KYPbIbIChl
Heri3iHeH eckKi Wwanna goMblpanapibiH
KYPbIIbICbIH HETi3 €TiN anbin, WaHaFbl
aeHrenek ¢popmaga, MOMbIHbIHAAFbI
nepHe caHbl K6GENTININ y3blHAaY 60/1bIMN
*acangbl. byn gom6bipanap MeH
TapTblFfaH Kynnep «KasaKkTbiH 49CTYPAI
1000 Kyni» aHTONOrMsACkIHa [daynet
Xanbikynbl, Kaman Makanynbl Katapbl
KyWwinepaiH opbliHAayblHAA eHai [5,62-99
66.]. laHxanaa »acanfaH JoMbblpara
TEMIp illeK TaFbl/IFaHObIKTaH TapTblIFaH
KynnepaiH yHi gytap acnabblHblH YHiHE
YaKblHAAY CbIHFbIpan ecTiiesi.
KblTangarbl fom6blpa yarici LanxanaaH
anfauw pet 1955 Xbibl CON YU aMaKTafbl
KeHelleH caKTasifaH JoMOblpanapibliH
yniriciHeH anbiHbIn Xacangbl. KeniHHeH
1975 wbingapbl KazakctaH webepnepiHin,
YKacaraH oMOblpanapblHbIH YriCiHe
Herisgenin xacangbl. TemeHge (1, 2,
3-cypeTTepai Kapa) lne avmarblHAaFbI
€CKi JoMObIpaHbIH yarici MeH 1955 xblsbl
LLlanxanaa »acanfaH JoMOblpaHblH, YAricCi
oepinai:
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3 cyper. lute aiimarbl Ky#LIiJiK MeKTe6iHIH ipi oinepitin 6ipi,
Orixan Mcaysbinan mypa Gobin Kasran 17 nepHesi 1oM6bIpa.

Cypetre: Kyiinii Hemepeci [biMbHaJ Beknayerysbl.

TapbaraTai anMaFblHbIH KYMLLiNIK
MeKTebi

KasaKkcTtaHHbIH Cemen eHipiHeH
6acTanblin, Kasipri Kbitak Xanbik
PecnybnunkacblHblH Tap6aratai anMarblH
ToNbIFbIMEH KaMTuabl. KbiTalFa KapacTbl
Tap6araTan eHipi — Tapbaratan anmarbl
gen atanagbl. Tapbaratan avmarbl
[dep6inkiH ayaaHbl, Tonbl aynaHbl, KOGbIK
ayaaHsbl, CayaH ayaaHsl, LLlaraHToFam
ayaaHbl, LLnxy Kanaubifbl Katapibl
5 aynaH 6ip KanallblKTaH Kypasbim,
opTanbifbl — Kasipri LLayelwek Kanachi.
Horfapblga atanfaH aygaHjapaa KasakTa
opTa Y3 — apfblH, HAMaH, Kepewu, yaK

pynapbl Xui KOHbICTaHbIMN YATbIMbI3/blH,
CanT-AoCTYpPiMEH pyxaHU MOAEHUETIHIH,
KarMarblH 6y306ai cakTtan Kenegi.

ToHip TayblHbIH CONTYCTIK CiNneMiH
OHAAFbl XEPTiNiKTi KasaKTap
«EpeHKabblipra» gen atanabl. AMObIHAbI
AnTtau TayblHbIH, WbIFbICbl MOHFON XanblK
PecnybnnKacbiHa, 6aTbiCbl KazaKkcTaHra
cyfFblHaabl. TaHb-LLaHb MeH AnTan
TaynapblHblH OpTacbiHAa anrini XoHFap
onnatbl atblp. OCcbl OMNaTTbIH, 6aTbICbIHAH
Tap6aratanabiH bapnblk, *Kanbip,
OpKaluap Taynapbl 60i1 co3afbl.

Kanpak6an, ba3ranam, OH»xKaH,
Hocin6an, AKbiM¥aH, Cannbi6an,Ypictem,
3amaHb6ek, benicban, ymarkaH,
Kocimb6aw, OHyalu, Knsar, AUTbIKEH,
OtaH, MyKalu, ¥paH, ApwblH T.6. KyHLWi
KOMMNO3MTOpNap OCbl OpbIHAAYLWbIbIK
MEKTENTIH eKinaepi 601bIN caHanabl.

Ochbl YL aiMaKThbIH, ilWiHae aTbl Ken
atanMaMn XypreH Kyruwifiik eHepi Hafbl3
3epTTeydi KaxeT eTeTiH, YpiMmxKire
¥aKblH opHanackaH HaHcaH, bapken,
KaHac, borga Katapnbl epnep 6ap. byn
weprepae eprepexkte AoMOblIpallblblIK,

Kalipakbait LLanekeHynbl (1828-

AKbIM»aH bonabipranynbl (1864-

v

Cannblbain Janabaiynol (1864-

v

v

1947)

1962)

1932)

1982)

3amaHbeK OHXKaHynbl (1888-1944)

Bewnicbali LLlabaHbaltynbl (1898-

Ypitem OyiiceHbaitynbl (1895-

Bbasfanam AnKpiHbay bl (1860-

ymaxkaH Cbiabikynbl (1909-
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KOObI3LWbINbIK, CblObI3FbIWbI/IbIK OHEP KEH,
JamblFaH. ConapblH i3iH *anacTblpyLlbl
CbIObI3FbIWbIIAP Kasipae HaHcaH eHipiHae
KenTen Kesaeceai. ConapabiH 6ipi
HaHcaHaa TypaTbiH 9Wrifni CbiObI3FbillbI
beninxaH Kanvaknapynbl.

Tapb6araTan eHipiHae CblObI3FbILLbIIbIK
OHep epTe Kes/e KanblNTacKaH, 9FHK aTbl
Yl anMakKka manim Kanpakbamn Kyuiui e3
Ke3iHAe acKaH CblbbI3fblllbl 60/FaH ajaMm.
Ocbl Kanpak6an KynuwigeH 6actay anfaH
TapbaraTan anMarbl KYMLLIK MEKTEDIHIH,
Kynnepi TemeHgeri Kectegeri Kynuwinep
apKblnbl 6i3re XeTTi:

Tapb6araTal anMarblHbIH KYWIepi
KYPbIIbIChI, 8yeHi }aFblHaH Ka3aKCTaHHbIH,
WbIFbIC 8Hipi Cemen, BCKeMeH eHipiHaeri
KYMLWINIK MEKTEMNKE 6Te XaKblH TinTi 6ip
[aen antyra 6onabl. ECKi KynnepaiH, aAeHi
KebiHe Tepic 6ypayaa TapTblibin TapuUxbl
aFblHaH aHbI3 Kyrnnep 60MbIn Keneai.
ocipece Ine, AnTan eHipnepiHe opTak
60NFaH Wi TapTbinaTtbliH «<AKCaK ato»,
«Kopra ato», «<MepreH Kyni», «LLIbIHbIpay»,
CUSAKTBI KYWnep KenTen Ke3geCcKeHiMeH ocChl
KynnepaiH 6yn eHipaeri TapTbiiybl KYRAOiH,
KYPbUIbIChl YXOHE HYCKaJblK XafblHaH
e3relle JamblFaHbl MEH CapblHbl }aFblHaH
Ine, Antan eHipiHaeri KynnepmeH 6ipaen.
byn anMmaKTarbl Tepic 6ypaynarbl KYniep
JOMObIPaHbIH, Killli caFacbl «10-COJib»
[blGbICbIHAaH HeMece opTa B6YblH «0-

[10» AblObICbIHAH 6acTanbIn TapTbinabl.
HKannbl YW anMaKTarbl Tepic 6ypayaafbl
KYWNEePAiH AEHi CblObI3Fbl KYWNEPIMEH XaHe
KOObI3 KynnepiMmeH actacbin atabl. TinTi
KenTereH Kymnep cblObl3fblAaH JOMObIpara
Tycipinin TapTeiifaH. Tapbaratani KYMLWiniK
MeKTeOIHIH apblaarbl eKini Kanpaxkbamn

63 3aMaHblH/[la aCKaH CblObI3FbilLlbl
60nFaH[6,77-79 66.]. KeniHHeH Kanpakxban
KYMNepiH XEeTKi3ywinep CblObI3Fbl
KYWEepiHiH KebiH JoMOblpaja TapTKaH.
Tap6araTan eHipiHiH KynnepiHgeri 6ip
epeKLenik TaburaTKka, XXaH-}aHyapnapra,
Y/IKEH Keneni KeHecTepre apHasfaH YIKeH
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TaKbIPbINThIK XenijieC Kynnep LWOFbIPbl XUi
Kesaeceai. Mbicanbl: Kanpakban Kywnui
63 3aMaHblHaa AnTan-Tapbaratan eHipiH
ounereH TepT Tebe 6UAIH Bipi 60/bIMN
KYMMEH Tepenik anTKkaH. ©3i apanackaH
Keneni KeHectepre 6annaHbICTbl OipHeLwe
«KeHec» TaKbIpblObIHAAFbI KYnnepi MeH
KaTap CoH-canTaHaT KypfaHaa MiHreH
YOpFa, canryniktepiHe apHaraH «Mon
KOHbIP», <Manaa KOoHbIp», «Ten KoHbIp»
CUSIKTbI XKeninec Kynnep WoFbIpbIH
KanbinTacTblpFaH. Cos CUAKTLI 1ne KyrLwinik
MeKTEOIHIH, ipi eKini dwim ae «KeHec»
TaKblpblObIHAA XENINEeC XETi Ky TapTKaH.

AntaM aimMmarbiHbIH KYMWIiNAiK
MeKTeOoi

Antan anmarsbl LUiHrin ayaaHbl, Kektoran
ayaaHbl, bypbliToran aygaHbl, emeHen
ayaaHbl, Kaba ayaaHsbl, ByblplibiH aygaHbl
KaTap/bl antbl aygaH 6ip KanagaH Kypanbin,
opTanbIfbl — Kasipri Antan Kanacbl. a3sbl
CalKblH KbICbl CYblK 60naTblH ANTaniblH,
oceM TaburaTbl Ke3 TapTajbl. ANGbIHAbI
AnTan TayblHbIH, WbIFbICbl MOHFON XanblK
PecnybnnKkacbiHa, 6aTbicbl KasakcTaHra
CcyFblHaabl. ofapblfa aTanfaH aygjaHiapaa
KasaKTa opTa XY3 — apfblH, HalMMaH,
Kepew, yaK pynapbl Wi KOHbICTaHbIM
YNITbIMbI3/IbIH, CanT-A9CTYPIMEH pyXaHu
MOAEHUETIHIH KanMafFblH 6y36ai caKTan
Kenegi. AntTan anmarbl KYRLLINIK MEKTEOI,
KbiTai XanblK pecnyb/nKacbiHa KapacTbl
AnTan eHipi MeH Koca AnTan TayblHbIH,
apfbl 6eTiHaeri MoHfFon PecnybnnKacbiHa
KapacTbl Ka3aKTapaa caKTanfaH KYMLWinik
MeKTenTi KamMTuabl[7, 267-27266]. AnTtan
anMarbl KYMLLINIK MEKTEBIHIH apblaaFbl
eKingepi bencerbi [leHeHbanyNbIHAH
6acTanbin TeMeHaeri myparep
AOMOblpallblnap apKblibl 6i3re XeTTi:

AnTan KYMLWIiNiK MeKTEBIHIH, ipi
eKingepiHiH 6ipi berceH6i 63 gayipiHae
Antan-Tap6aratanarbl TopT Te6e OUIH
Oipi 6onfaH [8,215 -219 66.].benceHbiHiH
KynnepiHge ae »eninec «KeHec»
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Beticenoi Jlenentaiiynsr (1803-1872)

v

Myxeit (1854-1916)

Taiielp BenriGaitynsr (1921-1984)
Hoaynet Xanekyusl (1939-2008)
Typcein Kaneityrr (1958)
Caiipam JKapMyxaMeTyIIblI

TaKblpblOblHAAFbI KYWIEP LWOFbIPLI 6ap.
byn Kynnep en apacbiHAaFbl XUbIH-
ToNTapAarbl Keneni KeHectepai 6enHenen,
CO/ 3aMaHHaH cbIp wepTeai. benceHoi
KYMNEepiHiH TiKenen }eTkisyuinepi

Typanbl HaKTblibl AE€PEKTEP Ka3ipri TaHaa
ETKINIKCI3 6onfFaHabIKTaH KenTtereH
opblHAaylblnap benceHbiHiH KenTereH
KYMNepiH Tyn HYCKaaaH ayTKbITbIN HEMECEe
Oip KynaeH 6ipHelle HyCKa acan TapTbin
*yp. CoOHAbIKTaH BenceHnbi Kynnepi
KellelleKTe YIKEH i3fleHic NeH 3epTTeyai
KaxeT eteai. An MyKen Kynnepi capblHbl
aFblHaH e3relle gamblFaH. AFHU Kyr
6acTanbin TapTbiiFaH4a opTalla ekniHae
OW/bl TONIFaHa 6acTanbIn, KEHETTEH KypaeK
eKniHae opfanan Keteai. Mbicansbl:
MykengiH, <KocbacKkaH KOoHbIp», «<Kyp
OWHakKy, «<Kocbacap» CUAKTbI KynnepiHae
ayeH 6acTarnkKbl Aa 6ip KanbIiNTbl 6acTanbin
KYMAiIH opTacbiHa Kapaw XenaipTin
OopFanarbin KeTefdi. byn epeKwenik TeK
MyKen KynnepiH ae faHa Ke3aeceqi.

EKi ilueKTe anmMa-Ke3eK y3aiKkci3 Tepinin
TapTblbIN OTbipagbl.

CoHpan-ak Mykewn Kymnnepi Ka3aKTblH
OV eHepiHe [ie eTe XakKblH, KYW TapTblbIN
KeJle }aTbll KEHETTEH KinT ToKTan,
KalTafaH Xopfanau eHenyi 6enHe 6ip
9CEM KYCTbIH, HeMece 6ip aHyapablH,
OpFanan XypreHid Ke3 angplHpli3fa
enectegeni. Conagan kynnepaix, 6ipi
MykengiH <KocbacKaH KOHbIp» IEreH KyMni,
Oy Kynre enimisre TaHbiMan 6uui LLyfFbina
MblH 6ypana 6unereH. OcblHaa AnTan
OHipiHae KenTereH Kynnepre 6UNeHeTiH
OyblH 6Ki, BYPKIT OMi ereH 6unep *Kui

Kespaeceni. An aHbl3 KyWiep LWOFbIpbl Aa
AnTan eHipiHae OH, aHe Tepic 6ypayaa eTe
epTefieH JamblFaH. «<ANake3 aTTblH XKypici»,
«AKcak Mapasn», <AKKY», «LLIbIHbIpay» CUSKTbI
aHbI3 KYWNep WOFbIpbl KeNTen Ke3aecea,.
byn KynnepaiH opbiHaany epekLueniri ete
e3relle, ecKigeH Kene aTKkaH nepHe
6acy aficTepiMeH Koca Ka3aKbl AblObIC
6odynapbl acKaH WebepniKTi KaXkeT

eTefi. YW arMaKTaFbl KYHnep KypblabiChbl
YafblHaH Aa, capblHbl }afFblHaH Aa

LWbiFbic KasaKcTaH KyrwWwinik gacTypiHe
aTaabl. bynan oenTiHiMI3, WbIFbIC 6HIpAIH
KYMLWINiK eHepiHiH epeKLueniri XeTicy,
ApKa KyWLWIiNiK MEKTENTEpPIHE YNKEH biKNan
E€TKEeHAIriH 6enrini »kaaylbl, TapuXLbl

M. MarayuH 6bian aen xasagbl: <ApKa
KYMLWINIK MEKTEBIHIH, ipi OKinaepiHiH,

Oipi KbI3blIMOMbIH KyaHabIK KyWLUi, ON
ToTTiMBETTiH, yCTa3bl BanxKiriT KYMLWiHiH
Myparepi»[9]. MiHe, con KbI3bIIMOWbIH
KyaHabIKTbIH Kynnepi Ine anmarblHaaFbl
Kaman MaKanynblHbIH OpblHAAYbIHAA
0i3re }eTin, Ky Ka3blHaMbI3fa KOCbI/1bl.
banxKirit KynnepiHae TyTbin any aficimMeH
KaTap eKi nepHeHi 6ip caycaKneH
CbIPFbIThIN any afici, 6ip KaFbiCNeH

YW AblObICTbI KaTap any aaictepiete

*ui ke3pecegi. Ocbl saic-amangap yuw
anMakK Kynnepinge ae xui keagecin,
OpblHAAYLIbICbIHAH aCKaH WebepniKTi
KarKkeT eTefi.

KopbiTbiHADbI.

byn makanaga Kbitangarbl
Ka3aKTapblH KYMLWIiNiK @HepiHiH,
Kenobip e3iHAiK KOpPKEM Tijli XKoHe
OpblHAAYLIbINbIK epeKLenikTepi
cunatTanabl. Hazapaa Kynuwinik eHepaiH,
eKinaepi MeH opbiHAayLWblIIapbl KewweHai
3eptrengi. Ocbl }onaarbl Kenewek
KaJaM — aiMaKTbIHKYHMLLINIK eHepiH,
OpblHAAYLbINbIK epeKwenikTepiH LWbiFbic
KasaKkcTaH, ApKa Kyn eHepiMeH KelleHai
canbiCTbipManbl 3epTTey XKYPridy apKbiibl,
FbIIbIMWU TEOPUSASIBbIK aHaNbIMFa eHrigy
60n1MaK.
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NI CTYPJII

Z XAJIbIK

: KHUIMIHIH
« S.LIEM YJIT'ICI»
BEUHECIH-
NEI JYHUETA -
HbIMJIbIK
BEJITIJIEPI

CAPA KPbIKBAEBA,
TYJIMAPUS KAJIIbIBAEBA
(Anmarsl, Kazakcran)

ASCTYPI XANbIK KUIMIHIH «3/IEM YArICl» BEAHECIHAET AYHUETAHbIMAbIK BENTINEPI

AGcTpaKT

byn Makanaga TYpKi XanblKTapblHbIH A9CTYPAI AYHUETaHbIMbIHAA KUiM MUONOrUSanbIK 91eM Mofeni peTiHae
6apnblK MaTepuanablk 3aTTapAblH, KYPblIbIMbl MEH MaFblHAChl TeNe-TeHAIKTe caKTanbin, e3apa 6annaHbiChbl
MeH 6enHeneHyi MogeHn-dbnnocodusanblK, OHepPTaHbIMAbIK TYPFblAaH KapacTblipblnaabl.

[acTypni MoAeHUETTIH KEeNiHTi amy Ke3eHaepiHAe KMiMre 6annaHbICTbl TYCIHIKTEP «GaKbIT», «<MOJLWbINbIK»,
«UTINIK», «r'ynaeHy» CUAKTbI MaHAEPAI 6ePETIH «KyT» ce3iMeH 6annaHbICTbl KYPAENi NAe0N0rnsAbIK KELWEHHIH
6ip 6eniri 60nbIN caHanfFaH. TypKinepae «KyT» ce3i reHeTUKanblK TYpFblAafbl MarbiHanapmeH 6annaHbiCTbl
«@MipAiH, oT6acbliHbIH 6acTaybl», «OMIPAIK KYLU», <¥KaH Kypcafbl» AereH yrbiMaapAabl 6inaipreH. Congan-ak
KMiM YKoHe OHbIH KaHZan Aa 6ip aneMeHTTepi neciHe UriniK, KyT oKenyLwi gen caHanfaH, SFHU KUiM MeciH
avKblHAAWTbIH 3aT, TaH6a peTiHae 6eMHeNneHreH.

Tipek ce3paep: PUNocoPUANbIK TaHbIM, PyXaHUbIK, PaMI3AiK, aaam3art, KUiM, MUPONornsnblK.

CHUMBOJ1bl MUPOBO33PEHUSI OBPA3A <MOJE/IU MUPA» B TPARULIMOHHOW HAPOAHOW OAEXXAE

AGcTpaKT

B cTaTbe ogexaa paccMaTpmMBaETCs € TOYKMU 3PEHUS KYNbTYPHO-GUI0COPCKUX U MCKYCCTBOBEAYECKMX
acneKToB B TPaAULMOHHOM MUPOBO33PEHUU TIOPKOB Kak MUdUYecKas Mmogenb Mupa, dopma 1 cogeprkaHue
KOTOPOM HaXOASTCS B paBHOBECHU.

B pa3BuTMM TPaaULIMOHHOM Ky/NbTYPbl MOHATUSA, CBA3AHHbLIE C O4EXA0M, ABAANINCH YaCTbio MAE0SIOMMYECKOro
KOMMJeKca «61arococTosiHME», KOTOPbIM UMEN TaKMe 3HaYeHUS KaK «C4acTbe», «0bunme», «<npousetaHuer. Y
TIOPKOB MOHATHE «61arocoCTosiHNE» 6bII0 CBA3AHO C FTEHETUYECKUMM MOHATUAMM, TAKUMU KaK «Hayano KU3HH,
CEMbMW», KU3HEHHAs cunar, «aylla — yTpobar. OHM TaKKe CYUTaNM, YTO Ofeaa U ee 3NEeMEHTbI MPUHOCHT
«06uIne» 1 «NpouBeTaHne» YeNOBEKY, TO ECTb OAEXKAa Oblna ONpeaenstoWmnM, XapaKTepmnayoLWwmm NPpU3HaKom
yesioBeKa.

KnoueBble cnoBa: p1n1ocodbCKoe MUPOBO33PEHUE, JYXOBHOCTb, CUMBO/IMHECKUI, YHENOBEYECTBO, OAEXA,
MUPUYECKHUI.
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WORLDVIEW SYMBOLS OF THE "WORLD MODEL" IMAGE IN THE TRADITIONAL FOLK CLOTHING

Abstract

The article examines the traditional worldview of the Turkic peoples clothes as the mythological "world model"
and being equal to the relationship between the structure and meaning of all materials with cultural and

philosophical aspect.

In the development of traditional cultural, the concepts related to clothing were part of the ideological

complex "welfare," which had meanings such as "happiness,

nwn nwon

abundance," "prosperity." The concept of

"welfare" for Turks has been associated with genetic concepts such as "the beginning of life, the family," "life
force," "the soul - the womb." They also believed that the clothing and its elements bring "abundance" and
"prosperity" to the man, the clothes were determining characterizing feature of the person.

Keywords: philosophical worldview, spirituality, symbolic, clothing, mythological.

[yHvetaHbiM — agamaap MeH
TaburaTKka, ¥annbl KYHAbbIKTapFa,
MOpanbblK HOpMara Ty/IFaHblH, Xannbl
KaTblHaCblH KOFaM MyLlenepiMeH opTak
Ke3KapacblH KanbiNTacTblpaTbiH, KOpLUaraH
OopTaMeH KaTblHac opHaTya CeHiMm,
Kanblin, TaHbIMAbl aWKbIHAAWTbIH HEri3ri
enweM 6onbIn Tabblnagbl. OHbIH ayKbiMbl
oTe KeH. AlaM 63iH KopluaraH ayHue
60NMbICbIHAAFbI WbIHaWbl KEPIHiCTEPAI
Kabbl/igay, KapacTblpy, TYMCiHY, enecTeTy,
YFbIHY, MEeHrepy, TaHy CeKifi TYCiHiK
yFbIMAapbIMEH YLWITAcTbipadbl. ADaM3aTTblH,
OMip CYPETIH opTachl, TipLinik-
TYPMbICbIHbIH, YITTbIK NCUXONOrUSACHIHbIH,
TiNi MEH eHepiHIH KanHap Ke3i 6apiblK
yaKblTTa KoplaFaH TaburaT geyre Heris
6ap.

Apgam caHacblHaH TyblHOaFaH
KyOblnbICTapAblH 8pTYP/li HaHbIM-
CeHimaepaiH wolfy ceb6ebiH TaburaTTaH
i34ey apKblibl agaM MeH Taburat GipniriH
TyciHyre 6onaabl. TaburaT agamabl
apaTyllbl FaHa eMecC, OHbIH BYKin
KOFaMAblK eMipiHe acep eTyLwi paKTop.

3aTTblH, 3aTTaHybl OnapablH, 6YMNbIM
60/bIN KOPiHYiMeH wwekTenmengi. Knim
«@fleM MoJeniHiH» 6ip KepiHici caHanabl,
COHAbIKTaH KWiM acay yaepici oe anemai
aparty iciMmeH, MilWiHiH KanTanay peTiHae
KabblngaHagbl.

ONEeM KEeHICTIK NeH yaKbIT MoAeNiHiH,
JYHUETaHbIMbIHAA 3aTTbIK, 300MOP®ThIK,
aHTPOMOPPTbIK BeENHENepae KepiHic
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TankaH. KeHe TypKinep TyciHiri 6omblHLWa
9J1EM XKapaTbl/bICbIHbIH YL 66niMai
KYPbINbIMbl TYPaKThl KanbiNTachbimn,
FapbIWTbIH YW 8/IEMIHEH Kypanajbl: «opTa
anem, MyHaa agamgap MeH aHaap emip
CYypeqi, }oFapbl }XoHe TOMEHTi aneM, MyHaa
opyaKTap MeKeH eTKeH» [1, 400 6.].

YWTiK KYPbU1bIMAbI XXYWUEHIH Nanaa
60nybl, AaMybl XXaHe asfgKTanybl PaMi3aiK
abCoOTTI XKeTiNy MeH Taycblnyabl
¥anfacTblpbIn OTbIpFaH.

[yHuene KapamMma-Kamllbl/bIKCbI3
eLIHapCe XKOK, OHbl agam3aar epTte
3aMaHHaH 6inreH. Kanaawn ga 6ip
3aT, KyObl/1bIC 60/IMAcCbIH, 01 KapaMma-
KaWLLbINbIKCbI3, onapabiH 6ipniri MeH
KYPECIHCI3 emip cypMmenai, MoceneH,
9pEKET MeH KapchblnblK, AYPbIC MEH 6ypbic,
aK NeH Kapa, TypaKTblbIK NeH e3repic,
eiM MeH eMip, XasMblblK MNEeH }KeKefik
1.6. Kapama-KauLubinbiK opbip 3aTTbiH 63
ilWwiHae e 6onaabl. Op 3aT 63iMeH-e3i eMec,
6acKa 6ip HOPCEHIH CUMBObI PETiHAE
KbI3bIKTbIpabl.

[acTypni MaogeHueTTe on-caHa
MeH OYHUETaHbIMHbIH, 6Mip 60/IMbIChI
MEH Ke3KapacTblH 63apa 6anaHbIChbl
KaMTblnaabl. KepkeMeHep WbIHAbIKTbIH,
YaHCbI3 KellipmMeci eMec, 011 3aMaHHbIH,
3THOMBEHU-PYXaHU MBHIH, KEPKEM
3CTETUKANbIK naesnapbiH MafblHaNbI
Ma3MYHFa anHanablpFaH 6UiK 3THUKaNbIK
KaCcUeTTepiHiH paMi3aiK KepiHici.

Anam ce3iM apKbliibl 3aTThbl ce3efi,
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3aTKa AereH cesimMTanjblK - OFaH KaTblHacC
[leHreniHae aHblKTanaabl. 3aTTbl cesdy
COJ1 yaKbITTarbl ajaMHbIH, iLlLKi KyWHiHe
GannaHbICThbl, an KenTereH 3aTrap/blH,
COMKECTIri ©3iHiH, LWbIFy TEriH 6ingipin, 3aTt
9JIEMiH Kypanabl.3aTTbiH agaM AEHECIHIH,
MyLLECiMeH 6GaaHbICbl KOATasbIM -
allaMHbIH OHbl Kabblngay geHreniHe Kapan
aHblKTanagpl.

3atTap caHafblHbIH TY3iyi MEH XeTinyi,
eJIleHyi opTypni 06bEKTINEpre TeNiHyi
CaH/blK cMnaTTaManap/blH CaH YFbIMbIH
6ingipreH. benrini 6ip »xaHyapnapmeH,
bl Me3ringepiMeH, agam ToHIHIH
MyLLenepiMmeH, aneyMeTTiK nepapxusameH,
FapblLl pami3gepiMeH, reoMeTpUANbIK
nilwiHAePMEH canbICTblpy KentereH
3THUKaNbIK ASCTYpAepae OpbIH anfaH [2,
214-215 66.].

onemai 6enHeneyre agam
OpraHM3MiH Moaenb pPeTiHAe KoNaaHy,
Ke3 KereH o6beKTiHi agaMFra yKkcaty
- aHTponopdu3aunsanay apxamkanblK
MOAEHUETTIH 6acTbl epeKLueniri 60/bin
Tabblnagbl. Ce6ebi, agam opraHnami
JocTypni caHaga MUDTIK FapbILWThl
*KacayfblH eH KepHeKTi Moaeni 60bin
Tabbl/iFaH.

dunocodpuanbliK TaHbIM aam
TOHIHIH, «FapbIWTbIK» KYPbIbIMbI
Typasibl KOHE TYCIHIKTEPAEH Kypanagbl:
6ac — acnaH, Keygeci — ep, asfbl
— To3aK. KoCMOroHusanbIK asyipaiH
MUDOMNOITUKANLIK IYHUUETAHbIMbI MaKpo
FapblLl MEH MMUKPO FapbIWTbIH, AYHWE MEH
allaMHbIH YKcacCTbIFblHaH Kenin Woifaabl.

«Typai MudonornanslK cant-
[oCTypnepre KatblCTbl 8P FapbILLTbIH,
(TabuFK) }KoHe afaMu (TOH — Kep, KaH — Cy,
law - eciMAiK, CyMek — Tac, kepy (Ke3)
— KYH, €CTy (KynaK) — AyHue TapanTtapsl,
TbIHbIC any (KaH) - ken, 6ac — acnaH,
TOHHIH, TYpNi MyLwenepi — TyYpJli aneyMeTTiK
TOMTap XoaHe T.6. CypeTTENTIH KenTerex
MoTiHAEpP To6bl 6ap. Ocbl KaFnaa FapbIWThIK

KEeHICTiK NeH »epai FaHa emec, CoOHan-
aK 6ackKa fa cananapibl, TYPFbIH XKanabl,
KWiMai aHbIKTanabl, onapablH TYpJepi,
GeniKTepi TINAIK oHe TingeH ycTem
JeHrennepae agam AeHeci afieMeHTTepi
ataynapbiMeH apaKkaTtblHacTa 6onajbl...» [3,
11-12 66.].

FbInbIMK KOHE AiHU TYXbIPbIM
OoWblHLWa agaMHblIH TipWiniK e3eriH yL
HEeri3ri KOMMNOHEHT Kypanabl: afam TaHi,
*KaHbl }XoHe pyxbl. bipiHwigeH, agam
duU3MKanblK AeHeeH TypaTbiHbl AayChl3.
EKiHWIigeH, agam ¥KaHbl MEH JEHECIH
aXKblpaTbln KapacTblpy MYMKiH eMec.
Cebebi, }aH agaMHbIH, MCUXUKACbIH
aHbIKTaWbl, 8pi KYLL- KyaTTblH, bIHTa-
irepaiH, TbiHbIC-TIPWINIKTIHKENiAi 60/bIMN
Tabblnagbl. On agaMHbliH ce3iMmiMeH,
KOHIN-KYRNIMEH, epiK-XKirepiMeH aHe
caHacbiMeH 6annaHbICTbl. YWiHWiAeH,
pyXaHWNbIK - agamMfa FaHa ToH. AqaM pyxblH
JaMblfaH YXKAaHMEH, ilLKi ce3iMMEH XaHe
pyxaHu 6acTtayfiapMeH, MppaLumoHanibl
TYUCiHYNepMeH 6annaHbICTbipambl3.

Erep ocbl YW KOMMNOHEHTTIH, 6ipeyiH agam
60MblHaH anbin TacTacak, os He enepj,

He MaHIypTKe alHanagbl. [lana teciHae
©6CKeH aTa-6abanapbiMbl3 anemMre Jerex
©3iHAIK Kyl Tap/blKTapblH 6Mip canTbiMeH
YUNEeCTipe OTbIpbIn, 63iHiH op 9peKeTIH
Taburat afieMiHe 6aFblHAbIpa GifireH.

KeHe poyipaeri yFbiM G0OMbIHLLIA 8/1eM
Ken KabaTTbl XXoHe YL AeHrenaeH Typaabi:
YKep acTbl, }ep opTachl XaHe acraH afieMmi.
Byn yFbIM HeriziHAe KapacTbipbliFaH
allaM MeH Taburat YUneciMmainiridi Kyaci
peTiHAe A49CTYPAi KUIMHIH MblcanbiHaa
dunocoduanblK Tanaay xacayra 6onagbl.
OWTKeHi apb6ip KMiMHIH 6enweKTepi
pPaMi3AiK 6eriHiH KypblibIMAbIK HKYHECI
MEH MaFblHaCbl XanbIKTbIH, AYHWETAHbIMbIH
cunatrangbl.

TypKifik gecTtypni mudonoruana agam
[EeHEeCIHIH 66enikTepi anem weKkapanapbiH
OenrinenTiH }oFapbl, opTa, TOMEH AereH
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YFbIMAAPMEH }OHE AYHUEHIH TepT
TapabbIMEH COMKECTEHAIPINiN XapaTbliFaH.
Anam neHeci 6ac, Keyae *aHe asK 60bin
6anflaHbICKaHAbIKTaH ASCTYPAI KUiMae 6ac
KWiM, Keyae KMiMi xoHe asK KniMm 60bin
6acTbl OpblHAa TypFaH [4, 122 6.].

Mbicansl, Ecik KopFaHblHaH TabblniFaH
anTblH afgaM Kuimi: 1) 6ac Kuim; 2) keyae
KWim; 3) asik KMim Aen, OHblH KaHXapblH TiK
60MbIHAH YLIKe axblpaTblifaH. Kanxapaa
«rPUPOH» Aen atanaTblH KMAAAaH
TyblHaFaH 6enHe KepiHic TankaH. MpudoH
YOFapFbl AYHUEHIH, XayaHaTTap KepadiH,
all, XbllaH ep acTbl AYHUECIHIH, TipLWiniK
neci 60biN caHanfaH. 1) KaHXapabiH
YLLIbl, OHbIH, €Ki XaFblHa XbllaH 6eaepi
caliblHFaH; 2) KaHXapAblH, *Yy3i, OHbIH, €Ki
YKaFblHa xalyaHaTTap 6erHeci canblHFaH; 3)
KaHXapdblH XofFapfbl 6eniri, oHAa apbiCTaH
JeHeni 6ypKiT 6enHeci KallanfaH. bac
KWiMiHOEri «anTblH Taynap» Aa yw OUiKTIKTeH
Typaabl: GUIK, OpTa XoHe eKi WeTKi anaca.
onemMfiK arall JyHWeHiH cakpanbibl
KiHAiriHae opHanackaH aa, yw AyHUEHI
anfacTtblpa TiK }Oofapbl 6aFbITTanfFaH.
CoHAbIKTaH A9CTYPAi AYHUETaHbIMAA TiK
GafbITTasiFaH 3aTTapAblH, 6api cakpanbibl
60nbIMN, 8/1EM afFalliblHa YKcac 6enHene
6onagbl Aa, TiK TypFaH 3aTTbiH, 6api (6cin
TYPFaH afall, AiHrek, aganbaxkaH, 6akaH,
ajaM feHeci 1.6.) eneM afallblHblH OPHbIH
6aca anaTtblH HaKbllW caHanfaH. *annel
KWiM KOMMO3ULMSACbIHAAFbI 9p6ip OENHEHIH,
YL TiKTIK KYpbl/ibIMbl ajaM MYLUECIHIH,
MOpPGOIOruaCLIMEH CoMKecTeHaipinin,
OCbTIiK Tene-TeHAiK 3aHbl1bIFbIHAA KaTaH,
CaKTanfaH.

[acTypni MoeHUETTe afall canka
OpHaTbIMbIN, TiK 6aFbITTanFaH Kapy aa
anemMiiK aralTblH CUMBOJIbIHA anHabim,
ON [ja ofleMJiK afall CUSKTbI AyHUenepai
anFacTblpy KbIBMETiH aTKapFaH.
CoHAbIKTaH KapyablH 6acbiHaaFbl 6pHEKTEP
— «9fIeM aFalllbl, 6Mip afallibl» 6PHETIHIH,
TYPJi HYyCKanapbl 60MbIN Tabblnagbl.

86

MaTepuanbl fja eCKepifin OTbIpFaH.

AZlaM ToHi KUIMHIH poMi3aiK 6enri
KbIBMETIHIH, anyaH Typ/i KaCUeTIHEH
TyblHA@TaTblH MOJENb Aeyre Heri3
6ap. Knim agamHbIH eMip cypyiHe aca
KaXKeTTi Herisri KypanaapabiH 6ipi 6ona
OTbIpbIn, 6eNrini gapexkeae onapabliH XKac
anblpMallbl/iblFbIH, 8IEYMETTIK Xafaanbl
MEH 3CTETMKASbIK OpTachl Typasbl
MafrfiymaT 6epeTiH 3aTHOMdAeHN Benri.

TypKi XxanblKTapbIHbIH 48CTYpNI
[IYHWETaHbIMbIHAA MaTepUaniblik
ecKepTKiwTepaiH 6api ae ochbl
MUPONOTUANBIK 9neM MoaeniH 6enHenenai
oHe 6apblKk MaTepuaniblK 3attap
KYPbI1bIM MEH MafblHaChl }aFblHaH e3apa
Tene-TeHainik 6annaHbICTbl CaKTalFaH.

KeHicTik exxenri agamaapably,
TYCIiHIriHae FapbIWTbIH OpTanblK HYKTECIHAE
petreneai. «On KEeHICTiK Ta3a Xymne
TYPiHAE BENHENEHTEH XOK, KYLITEPAiH
apakaTtblHacbl apKbl/ibl opHaTblAab» [5, 23
6.].

onemMji KopluaraH TypAi KybblibicTapabl
TYPKi XanblKTapbl aHAaTOMUSANbIK
KOATbIH 6enrinepimMmeH, AFHU afleyMeTTiK
KypblibiMAap, YaKbIT MeH KEHICTIK, 3aTTblH
napameTpfepiMeH 6enrinen Te oTbipFaH.

Exxenri ranbimaap lepogort, Krecun,
CTtpaboHaa cakTap MeH MaccareTrepaiH,
6ac KMimaepiHiH Tebeci YWKIp, eTiKTepi
OblIFapblAaH, an cblipT KUiIMAEPI Ot0-
©PHEKTIH OpHbIHA aHHbIH, KYCTbIH, LbIHAMbI
6enHenepi canblHFaH, XbINTbipayblK
OacTbipManapMeH aleKenneHin,
KWIMAEPIHIH 63iHAiK 6ip epeKLueniri
60NFaHabIFbIH cMnaTTan antabl. Yiu
O6NiKTI TiK KYpPbUIbIMHaH, €Ki He TepT
(eKi eceneHreH eki) 6eniKTi KengeHeH
KYPblbIMbIHAH TypaTbIH FapbllWThIH,
aHTponomop®dTbl MoeNi KasaKTapAblH,
JOCTypni MoJeHUeETIHe ae ToH BoJFaH.

EpTe KeHe FyH, TypKi gayipniepiHge
«@NIeMAiK MoAenbAiH» TYPaKTbl HAKbILWTbI
oenrinepiH MeH3enTiH 6apnblK 6yMbiIMaap
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(TaHba, Mep, owak, TbiMak T.6.) AYHUEHIH
TepT OypblllblHa 6aFbllWTasbIM KacanFaH.
Mbicanbl, 66piK, Takus, coykene, ThiMak,
Topi3ai 6ac Knimaep Kepaid moaeni
icnetrec. Takus, 66pikTiH Tebeci TepT
KWbIKTaH Typabl. OHbIH TOPT WeTi TepT
MEe3riN, TepT KUbIKTbI GiPIKTIPETIH TOPTTIrIC,
9JIEMHIH TepT TapabbiHa 6afbiTTanfaH
KOK TEPEKTIH TepT OyTaFbl, 6ac Kuimre
TarblNaTblH YKi KOK acraHfFa 601 KeTepreH
KOK TEPEKTIH HblllaHbl. Coykene MeH
OOPIKTIH epHeyi epaiH, HbllaHbl, OHbIH,
Lwowak Tebeci — Tay, 61k Tebe, YKicCi
HeMece LallafFbl eXXenri aHbl3aarbl anbin
OonNTEPEKTI BenHenece, ap WETIHIH, Yilb
YLW-YLITEH, AFHW 8p TOKCaHda ywWw an 6ap,
0J1 alaMHbIH YL Ke3eHi, AYHWe ecCiriH aLuy,
[loYipNeHreH »acTblK LWaK XoHe KapT
Mearingi cunatraraH. «Kewneni agamra Tay
aKblH api KbiM6aT. Tay 6enHeCi apKbl/ibl
OWIKTIK MeH Ta3anblKTbl, ON1 €H, KbiIMOaAT
XOHEe MOHIi HopceMeH BalnaHbICTbipabl.
MyHBbIH 63i MOHTINIKTIH 6acTanKbl PoMi3i
60/1bIMN Tabblnagbl. Tay 6eMHeci eTe YLWKIip
NilWiHIMEH KaHaTblIH XawufaH OYpKITTi,
ay3blH allKaH apblcTaHabl 6enHenensi.
oleKennepain, niwiHaepi MeH onapabliH
naesicblHa acanfaH Tanaay, 6e3eKrepaiH
cunatbl MEH MafFblHaChl €Ki KaFnaaHsbl
aWKbIH aHbIKTaybl MyMKiH» [6, 876.]. On,
OipiHWigeH, onen TaburaTtbiHbIH, CYNYNbIK
KacueTTepiH acTeTUKalbIK TypFblaaH
KYLLEWTE Tycyre yMTblNyblHaH TyblHAAFaH
KafFmnaa 6onca, eKiHlwwigeH, 6ac Knim
MEH OHbIH XeKe 6eikTepiHe Tafbl/iFaH
alleKennep *KblH-lWanTaHHaH }oHe CYK
KO3[EeH CaKTan XYPETiH KopFaHblLl TymMap
Typasibl aknapaT 6epreH.

bac Kuim niwiHi MeH MmaTepuanblHblIH
MOHI Fapblll CbIPbIMEH acTacblIn aTblp.
«bac Ku1iM nilWiHiHIH geHrenekx weti MeH
MYHOEC TOMEHT I XXUETiHIH opTacbiHaH
OFapbl Kapan 60K Ty3ereH aluiblK TYCTi
KOHYC MEH OHbIH TOPT KMbIK GeniriHaeri
INTep KoHe 0l0-6pPHEKTEP 6Mip aFallblH,

an KolKap mMymisgi otonap 6antepeKk
afallblHbIH XXYWECiH Kypanabl. MyHAaFbl
6ac KMIMHIH, XXyHAEeC Matepuanbl KyT
neH 6aKTbl BiNAIpeTiH MOHIe ue», - aen
aHblKTama 6epegi b. I. U6paes [7, 44
6.]. lemek, 6ac K1Mim MmaTepuanblHaafbl
KOW }YHI «KYT - dapH» yFbiMbl «6aKbIT»,
«MOJLLbINBIK», «<UTiNTK», «ryNaeHy» ceKingi
MoHMeH 6anfaHbICTbIPbIIbIN, Kypaeni
WIEO0NOMUANBIK KEWEHHIH 6ip 6eniriH
KyparaH. EpTeaeH Kewuneni FyMbIp Kewin,
TaburaT asiCblHAA YHEMI XKYPETIHAIKTEH
eNKeHi, KylaKTbl, MaHdanabl CybIKTaH
TOHbIM, YCiN KanMayblHa fa Ka3aK XaJlKbl
aca MaH 6epreH. Con Kesae TbiIMaKThbl TepT
cau eTin Tirin, 6ypbllbIHAH «KynakK 6acap»,
«Kenkenik» ictereH. Kynak 6acapabl
Ke3 KeJIreH yaKbITTa Tycipe 6epreH. H.
LLlaxaHOBaHbIH anTyblHLWa, <Agam — Kuim»
YYHeci Ka3aK OyHUeTaHbIMbIHbIH, MaHbI3bl
Kypamaac 6eniri 60nbin Tabbinagbl. Kuim
KeLLEHi XaHe OHbIH KypamMac a/ileMeHTTepi
OipTyTac ceMaHTUKalbIK MOHIe Uue.
On «wKofapbl - TOMEH», «CaKpanbibl —
OYHWENiK», «Kebeto — yprnaKCbl3ablKy,
«aTaliblK — aHaNblK» }XaHe T.6. aMbebanThl
KaTteropusanap peTiHae TaHblnaabl.

Kuim - «afjamM MaEHUETIHIH, TepiCi»,
on agamra 6yKin 3atTap anemiHgeri
€H, XaKblHbl. CasgH-AnTan TYpKinepiHae
«KYT» CO3i FeHETUKAJIbIK TYPFbIAaFbI
MafFblHanlapMeH 6annaHbICTbl «OMiPAiH,
OT6acblHbIH 6acTaybl», «OMIPAIK KyLU»,
«KaH Kypcafbl» CEKingi yroiMmaapabl
6inaipreH. Knim »kxoHe oHbIH KaHaan aa 6ip
3NeMeHTTEPI UECIHE UTINTIK, KYT aKenylLli aen
CcaHalfaH, SFHU KNMiM UECIH anKblHAANTbIH
3aT, TaHba peTiHae YebiHbIFaH. MaceneH,
«KMiM any» TePMUHI 0N KMiM UECIHIH, UTiJTiriH
e3iHe 6ayny YLWiH e3re agaMHblH KUIMIH
cypan KureH. «*KaHa Kuim catbin anfaH
aflaMfa «KYTTbl 601CbIH» anTblNybl T.6. Knim
6eprexHae Knim MecCiHiH 6ip 6eniri «<KyTrneH»
KoCa KeTeTiHi Typalbl TYCiHiIK 60/iCa Kepek,
COHAbIKTaH 6ipeyre Kuim 6epreHe OHbIH,
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Oip TYMMECIH anbin KanatbliH 601FaH.
bacTbl cakpasnbbl KUiM KbI3BMETI Kebelo,
OHIMAINIK, UTiNiK, XXaKCbl AeHcay/blK,
KyaTTbl KaMTaMachl3 eTy, 051 KOCTIOMHiH, TYC
HaKblLLIbl apKblibl Aa 6epingi. bapbiHwa
penpoayKTUBTI acblHAa anen KocTIoMiHae
KbI3bla TYC 6acbkiM 60/ca, KapTato LWafFbiHa
Kapan aK Tyc 6acbim 6onfaH [8, 67 6.].
Kunimperi 6enrini 6ip KepKem
pami3gepre 6amnnaHbICTbl TYCIHIKTEP
Ka3aK KMiMiHiH Ol0-epHeKTepiHae,
niwiHaepiHae CoHAiK 6enlleKTepiHae anyaH
TYPJi KOPKEMAIK MoHre e 60.blM, TypAi
XallblKTapAblH ASCTYPNi MaaeHUeTiHae
KeHiHeH OpblH aJifaH.

Taburat anemi agamaapblH, MaKkcaT-
MYOJENIK XoHe MaKcaT-MypaTTbiK,
KbI3BMETI yaepiciHae agam anemMiHe
anHanfaH. TaburaTTbl OHbIH, KOLLi-KOHFa,
ericke, 6akKluara, }¥eMmic-XnaeK arallblHa
apamabl KEHICTIK peTiHae urepreH.

EpTene MoeHM KaHe a/ieyMeTTIK
KbIBMETTEPAIH, Kenwiniri HakeIWwTap
apKblJibl XKy3ere acblpblbI OTbIPFaH.
Ata-6a6anapbiMbl3 AyHWe Typasbl 63
TYCIHIKTEPIH, TaBUFaT KYLUTEPIHE AEereH
KaTblHacTapbl Typasibl paMi3fiK 6enriHiH,
KYPbUIbIMbIK XXYWeNnepiH yprnakTaH-
yPraKKa Mmupac eTin Kaaablpbin OTbIpFaH.
MaceneH, Knimaeri Tiric NeH ToKkbiMa
OHepiHAeri cypeTTep Ke34eNCOKTbIKTaH
nanaa 6onfaH oK. Ke3gencoKTbIK TeK
XIX FacblpablH COHbl MeH XX FacblpiblH
6acblHa KanaHblH 9cepi XeTKINiKTI
60/1FaH TYPFbINbIKTbI OpblHAApAa KepiHic
TanTbl. XanblKTblH TYPMbICbIHAAFbI 9P6Ip
3aT NpaKTUKanblK, KYHAENIKTi, TanTbIK,
3CTETUKANbIK, CUKbIP/bIK, aUMaKTbIK
OynbiMaap KbIBMETI }oHe T.6. ceKingi
UHaKTanfaH KbI3aMeTKe ue 6onagbl [9, 297
- 360 66.]. Ocbl arganra 6annaHbICTbI
KaHaaKn aa 6ip TopTinneH 6yn 3at
KbIBMETIHIH Gipi KyLlewnin, eHai 6ipi eKiHLwi
aFblHaH aknapat 6epreH. Mbicansbl,
KYHOENIKTI }aFnanaa Toxipnbenik apeKker
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6acbiM 60/ca, XanbIKTbIK KWiM YLiH TAnTbIK,
3CTETUKANbIK, aiMaKTbIK OyrnbiMaap
SPEKETI OHbIH i3IHEH PETTINIKNEH Xypin
»artagbl.

KaybiMAbIK CaHa KopluafaH opTa
epeKLlenikrepiHe, KaybiM/blK 60/IMbICTbIH
TipWiNiK-TbiHbICbIHA 6@NNaHbICTbl AaMbI,
TaburatTbl Urepy 6apbiCbiHAa agaMmaapablH,
ToXipnbeniK ic-opeKkeTTepiH 6eMHENENTIH
[OCTYPNi ofeT-FYpbINTapAblH, CaH anyaH
KapanambIM TYCiHIKTepiHAe nanja 6ona
6acTaraH.

[acTtypni emip cantbl KopLwaraH
opTa 60/IMbICbIMEH afamMfbl
OipniKTe KapacTblpbiM, OHbl 63iHAIK
3aHbl/iblIKTapblHa 6aFblHObIPFaH.
XanbIKTbiH 6TKEHI MEH 60/allafbliH
6annaHbICTbIPbIN TYPaTbiH AYHUETAHbIMbIK
TYCiHIK, TYPMbICTbIK CaNT-}opa, blpbiM
MeH paMi3fiKk 6enrinepaid, e3iHAiK KenbeTi
KEeHICTiKTe KanTanaHbln OTblpaTbiH YaKbIT
bipFafblHa COMKEC aHbIKTalFaH.

KunimaepaiH kepkem 6enHeni
LweLiMmaepiHiy, e3i KopluaraH opTaMeH
6annaHbICTbl AaMblFaH. OHaan 3aTtTap
opi Namnaanbl, opi Ke3re TapTbiMAbl, 9pi
anHanacbliHAarbl 3aTTapMeH YUneciMmainix
TayblM, alaMHblH 9p ic-apeKeTi, anemMfi
MoAenbaenTiH ambeban MUPONOrnUanbIK
VAriMEH conKecTeHaipinreH. MyHaan
3aTTapbl Xacay ici KyHOeniKTi,
caKpanbiblK XaHe MUPTIK AeHrennepae
ANeMAIK YUNeCiMAINIKTI HblFanTy XaHe OHbI
KannblHa KenTipy 60/bin caHanfaH. Kes
KeNnreH wblFapmallblblK, *XapaTyLlbibIK
OPEKET BMIPJIIK KaXKeTTiNniKTepMeH
FaHa eMec, FypbINneH ge MaKy/gaHraH.
CoHAbIKTaH TYPKi XanblKTapblHbIH, AOCTYPAI
MOLEHMETIHAE Ke3 KeNreH paunoHaniblk
Oinim, nppaumoHanablK TYCIHIKTEp,
NnpaKTUKasblK iC-apeKeTTep MUDTIK
FypbInneH 6eniH6enTiH TyTacTbliKTa 60/bIM,
KOJIOHEpP canacblHAa Ke3 KereH 3aTTbl
OHIPYAIH TEXHONOMUANIK YAEpPICi MIHAETI
TYPiHAE FYpbINKa anHanfaH.
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KopbITbIHAbITAN KENCeK, caH
FacblpfiapaaH 6actay anatbiH TYpPKi
XaNblKTapblHbIH TYPaKTaHFaH AaCTypNi
MoJEHMWETIHAETT YNTTbIK KYHAbIIbIKTaPbIHbIH,
paMi3aik 6enrinepi colpTKbl MOAEHM
acepaeH eMec, 63 illliHEH, 63 OpTacbiHaH
Y3aK YaKblT KO3FabICTbl JaMyAblH, 6acTaH
KeLlKeHi 6enrini.

ByriHri TaH4a gacTypni MaAeHUETTEr|
YNTTbIK KUIMHIH, paMi3aiK 6enrigeri
COWMKECTIriH, Ma3MYHbIH, 3THOBENTINIK
KbIBMETTEPIHIH apaKaTblHACbIH
TOXIPUOENiK TYPFblAaH 3EePTTEY KarKeT.
[acTypni MaaeHueTTe anem bipTytac
KabblngaHFaHablKTaH, AYHUEHIH 6apnblK
3aTTapbl MeH KyObl/ibICTapbl KenTereH
KbIBMETTIK MOHTe me. 3atTapably,
CEMWOTUKaNbIK, HblllaHablK MAHiHIH
MaHbI3AblbIFbl OHbIH ManaanbibIK
KYHAbUIbIFbIHAH KEM G0JIFaH YKOK.
CoHAbIKTaH onap nanganbifblK KoHe
paMi3aiK TananTapra 6ipaen conkec
KeNnreHe faHa 3aT Ta, HaKbILWTbIK 6enri
[le 6ona anatblH Hopcesnep FaHa ToSbIK
KyHObl 3aT 60/bIN MaeHN deHoMEH
peTiHAEe aKnKaTKa ne 6onaabl. Exxenri
[9Yip Ke3eHiHiH epKeHaey ypaictepiHae
KWiM aflaMHbIH TEK «*KaMbINFbICbl» FaHa
emec, 6enrini 6ip emMipnik Tontama
YPAICTEPIHIH MOHIMEH anKblHAANbIM, 9a€eT-
FYPbIN HblCaHbl 60/1bIM KOPIHIiC TankaH.
Kuimre 6annanbiCTbl 6ap/blK TYPKI Tingec
XanblKTapAblH TYCIHIKTEPIHAE «KYT» YFbIMbI
Kypaeni onablH 6erHeney HbicaHbl 60bIMN
cunarrasnfFaH.

[acTypni KadaK MoaeHuneTiHaE
KWIMHIH KYHbINbIFbl YXOFapbl AeHrenae
MaHbl34bl 60/1FaH, af 3aT TeK 63iHiH Typa
MiHOETIH eMecC, o1eyYMETTIK KaTblHAaCTblIH,
oenrici peTiHae KongaHblnFaH. Kasipri
KoFamja anemi 3aTtap MeH benrinepre
6e/ly CUAKTbl apHaKbl 6eNri Kynenepi
cunatraamangbl. Aactypni MageHueTTe
9P HopcCe TaXKipubenik yoHe paMmi3aik
Tanantapfa CoMKec KefreHje raHa

MoEHUET GEHOMEH PETIHAE WapTTbl
6e/ri ToNbIFbIMEH 3aTTblH KYHAbINBIKTBIK
KacueTiH akMKaTTanabl. ONTKEHI KMiM-
KelleK apKblibl afaM aF3acbliHblH
KYPbl1bIMbl MEH KbIBMETIH cunatray
KacueTi, o4eTTe, TaHbIM HerisiHge
KanbinTackaH, onapibl 3epTTEMEN KUiM
KelleHi Typanbl TONbIK TYCIHIK 6epy MYMKiH
emec. [JacTypni MoaeHHNETTE «ONeM YArici»
peTiHae agaMm ToHi MUDTIK FapblWTbIH,
€H KOPHEKTI KepiHici 60/1bIM TaHblaFaH.
EpTe KeHe MoeHMeTTe alaMHbIH, 6aCblH
TaydblH, LWblHbIHA, apPKACbIH KbipaTKa,
KOJbIH apHa MEH Xblpafa XaHe 6enrini
Oip Tay bIHbICbIHbIH OPHaNacKaH Xep
YKapbIKTapblH aFallTblH TaMblpaapbiMeH
Ke3 Ke/reH 06beKTiHi agam ToHIMEH
yKcac CoMKecTeHipe oTbIpbin, anemai
OenHenereH. Erep «Kkym yFbIMbIH ajamfa
KaTbICTbl anUTcak, «6annblK», «MOMLLbINbIK»,
«HTiMiK», «PyX», ¥KaH» TOPI3AI Kypaeni on
TaHbIMAbIK MOHLI TONbIKTbIPaAbl. bac
KWIMHIH, YXOFapfbl anem KuenijirimeH
6annaHbICbl CKM® caK 3aMaHblHAAFbI
eypasud KeluneHainep MoaeHUETIHIH,
[oCcTypiHeH 6enrini. bacneH 6annaHbICThbI
KepiHiCcTep con KeseHae «KyT TYCiHiriHae
OpbIH anfaH aeyre Heris 6ap. KasaKTblH
bIPbIMbIHAA «Gayblpbl KYTCbI3», «KYThbIM
YWTbl», «6aCblHaH KYT KETTi» Aerex
cesfepae Keaaeceai. LLarbiH 6enri apKblibl
Ken MaFrnymar 6epy alleKen byrnbimaap
MeH KMWiM YArifiepiHae AaCTyp apeKkeTTepae
KongaHblnaTblH apHambl HAKbILWTLIK,
HbllWaHAbIK 6yMbiMAapaa KOA4aHblIFaH.
Hypic-TypbIC, KapbIM-KaTblHaC ¥acay,
KWiM KU1IO, WIapyallbinbIK 6acTtay, TinTi
KUMbIJT KO3FallblC MOH-MafblHacblHa Ue
6onfaH. Knim agamMHbIH eMip cypyiHe aca
KaXKeTTi Herisri KypanaapabiH 6ipi 6ona
OTbIpbIN, 6ENrini goperene onapablH, Kac
anblpMallblNblFbl, 9N1€YMETTIK aFaarbl MeH
3CTETUKANbIK OpTachl Typasbl Mafiymar
6epeTiH 3THOMdAeHM 6enri.

Anam eMipiHiH e3eriHe arHanbin,
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BipniriH KanblNTacTblpbIN OTbIpFaH

Mupac 60nbIM, canT-opanapaa, Taburu

WblFapMallbl/iblK KaTblHAC YPNaKTaH- 3aHAblIbIKTAapaa, MeeHN Mypanapaa
yprnaKKa »anfacblin, atagaH 6anara CaKTasbln XanfacblH Taby ypaiciHae.
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[TOUCK

3THOKYJILTYP-
HOro
CBOEOBPA3US
B COBPEMEH-
HOM
UBOMUCH
Y3BEKMCTAHA

JUJIIOPA YMAPOBA

(TawkenT, ¥Y36ekucran)

MOUCK 3THOKY/IbTYPHOIO CBOEOEPA3USl B COBPEMEHHOM YXUBONUCH Y3EEKUCTAHA

AGcTpakr

CraTbsl NocBsiLLeHa aHann3y HOBbIX TEHAEHLIMI B XKMBOMWUCH Y36EKMCTaHa nepnoga He3aBUCUMOCTH.
PacKpblBatoTCs KapanHaibHble U3MEHEHWS, NOBMSABLUNE Ha pa3BUTUE XYLOXECTBEHHOIO NpoLecca B
pecny6anke, 06yCNoBEHHbIE OTKA30M OT MPEXHMX MAEO0N0TMYECKUX HOPM, BOCCTAHOBNEHWEM UCTOPUKO-
KYNbTYPHOM NPEEMCTBEHHOCTU U TPAAMLMOHHOM JYXOBHOCTHU C Maeanamu Halumn, 6eperHbIM OTHOLLEHWEM
K Hacnegumto. CBo604a XyA0XKECTBEHHOIO CaMOBbIpaXKEHUS CcTana BeayLlen B TBOPYECTBE XYAOKHMKOB.

B o6palleHnmn K HauMoHanbHbIM 1 06LLEeYeI0BEYECKUM LIEHHOCTAM aKTMBU3UPOBaNUCh TPAAULMOHHbIE

W MHHOBALMOHHbIE XYAOXKECTBEHHbIE KOHLIEMLMK, MPUXOAMT HOBas CUCTEMa MAEN, BeAYLLMX K OTKasy oT
NPOLWNbIX TEHAEHLNA, CMEHUBLUMXCS YBIEYEHUEM PA3/IMYHBIMU HanpasieHU MU MOAepHU3Ma XX B.
O6palleHne e K TpaguLMsaM KynbTypbl Hapoa CTUMYSIMPOBaIo HOBOE NPOYTEHUE U OCMbICTIEHME
COBGCTBEHHON UCTOPUU, HALMOHaNbHbIX U 06LLEe4YEeN0BEYECKNX LLEHHOCTEN Ha COBPEMEHHOM 3Tane ero
pas3BuTHS.

MpoBeaeHHbI aBTOPOM aHanu3 psga paboT KMBOMNUCLEB MOKa3all, YTo B XXMBOMNUCK Y36eKncTaHa
pa3BMBalOTCA Takne TeHAEHUMN KaK peannucTnyecKas, CUMBOMKO-MeTadopuyeckas 1 yCnoBHO-
AeKopaTUBHas, CBA3aHHbIe C 06paleHneM K MUGOMNO3ITUYECKOMY Hacneamio, K TpaauLMOHHbIM 1
MHHOBALIMOHHbBIM XyAOXKECTBEHHBIM KOHLLENUMAM. MPUHLMN AMHAMWUYHOIO Pa3BUTUS B TECHOM KOHTaKTe C
MMPOBbLIM XyAOKECTBEHHBIM NPOLLECCOM MPU COXPaHEHWM TPAAULIMI CNOCOBCTBYET PA3BUTHIO BarKHEWLLIMX
OOCTUXEHWIM KYNbTYPbI MPOLLAIOrO U NPUOGLLEHMIO K HOBBIM COBPEMEHHBLIM popMam.

KnioueBble cnoBa: Tpaguumu, JyXoBHOCTb, MAEHTUYHOCTb, Hacneame, CaMo6bITHOCTb, KOIOPUT, CUMBON,
meTadopa, YCIOBHOCTb.

©3BEKCTAHHbIH 3AMAHAYH CYPET OHEPIHAET 3STHOMA/JEHW EPEKLIENIKTI AWKbIHAAY

AGcTpakT
Makana,Teyencisgik *blngapblHaarbl ©36eKCTaHHbIH CYPET OHEpPIHAEr }aHa TeHAeHUUANapabl capanayra
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apHanfaH. bypblHFbl MAE0NOrMANbIK HOPManapaaH apbliFaH, TapuUXU-MaAeHU Mypanapbl MEH YNTTbIK naesaarbl
OOCTYPAi pyXxaHU MUPACTbl CaKTal XaHe KaNnmnblHa KeNTipe oTbipbin, pecnybnKaaarbl KOPKEMCYPET YPAiCiHiH
OaMyblHa acep €TKEH Tyberenni earepictep KapacTbipbliaabl.

ABTOpAbIH KapacTblipFaH 6ipKatap CypeTLUiiep XKYMbICbIH capanTtay HoTUXKeciHae, ©36eKCTaH CypeT eHepiHae
MUOTIK-NO3TUKANbIK MypafFa 6annaHbICTbl, ASCTYPAi }KOHE MHHOBALMSbIK KOPKEM CYPET KOHLEeNnunsanapbiHa
HEeri3genreH peanuctTiK, pamisaik-meTadpopanbiK KoHe WapTTbl-4eKOPaTUBTI TEHAEHUUANAPAbIH AaMbln Kene
aTKaHbl anKblHAanaabl. JacTypAai cakTtan oTblpbiM, NEeMAIK KOPKEMCYPET YPAiCiMEH ThifFbl3 6annaHbICTa
KapKblHAbl AaMy MPUHUMNI, 6TKEHHIH MaHbI34bl MOAEHUET XKETICTIKTEPIH 3amaHayn popmaaa AambiTyFa biknan

acangbl.

Tipek ce3aep: 4oCTYpAEP, PyXaHUNbIK, COMKECTIK, Mypa, epeKLuenik, 605y, cMMBOA, MmeTadopa, WapTTbiblK.

ETHNO-CULTURAL SINGULARITY IN THE MODERN PAINTING OF UZBEKISTAN

Abstract

This article is devoted to the analysis of new tendencies in painting of Uzbekistan since the independence.
The pivotal changes which have influenced the development of art process in the republic, caused by refusal
from the former ideological norms, restoration of historical and cultural continuity, and traditional spirituality
with nation’s ideals, and careful attitude to heritage, become apparent. Freedom of artistic expression has
become a main principle in art. A new system of ideas comes, leading to the abandonment of past trends
replaced by the interest to different areas of twentieth century modernism. Appeal to the traditions of the
people of culture stimulated the new interpretation and understanding of their own history, national and
universal values at the present stage of their development, and intensified traditional and innovative artistic

concept.

The analysis of a number of pieces which is carried out by the author has shown that such tendencies

as realistic, symbolic and metaphorical, and conditional and decorative, connected with the reference to
mytho-poetic heritage, to traditional and innovative art concepts are developed in painting of Uzbekistan. The
principle of dynamic development in close contact with the world art process, when traditions are preserved,
encourages the development of major cultural achievements of the past and familiarizing with new modern

forms.

Key words: traditions, spirituality, identity, heritage, uniqueness, colouring, symbol, metaphor,

conventionality.

AKTyanbHOCTb TEMbl JAHHOW CTaTbU
o6ycnoBfieHa TeM, YTO 306pa3unTebHoOE
MCKYCCTBO Y36€eKKCTaHa B LIeSIOM, U
}WBOMUCb B YaCTHOCTK, B NocneagHme
roabl KapanHanbHO N3MEHSANINCH, @ MOUCKMU
XYAOHUKOB, UX HOBATOPCKMNE Naen
OblNM AMHAMU3MPOBAHbI NpoLeccamu
CTaHOBJ/IEHMSI HOBOIO O6LLECTBA.

BospoxaeHne oyxoBHOCTU U KyNbTypbl
Hapoja Ha COBPEMEHHOM 3Tane pas3BuTUs
nprvobpeTaeT pellatollee 3HaYeHne
N9 Halero obuwecTBa. BaxkHenwwen
npo6aemMon, NOAHATOM Ha YPOBEHb
rocyapCTBEHHOM MNOMIUTUKKU B rofbl
HEe3aBWCMMOCTH, CTasio 0OHOBIEHWE TOIO
OFPOMHOIO AYXOBHOIO M KyNbTYPHOIO
Hacneausl, KOTopoe B TEYEHNE MHOTUX
BEKOB CO3aBasnocCh B Halllen cTpaHe
npeawecTBYOWUMN MOKOIEHUSIMMU.

B counanbHO-NOMUTUYECKON,

92

3KOHOMMYECKOM U AYXOBHOW KynbType
Y36eKuctaHa Ha JaHHOM 3Tarne npomM3oLwu
KapAuHanbHble U3MEHEHWs, NOBAKABLINE
Ha X0 Pa3BUTUSA XYOOXKECTBEHHOIO
npouecca. CBo6oaa XyL0XKEeCTBEHHOMO
CaMOBbIpaXeHus cTana Beayllen B
TBOPYECTBE XYAOKHWKOB. B 06palleHnn

K HaLMOHaNbHbIM 1 06LLIEYETOBEYECKNM
LLeHHOCTSIM aKTUBM3UPOBaAIUCh
TpagMLUMOHHbIE U MHHOBALIMOHHbIE
XYOOXECTBEHHble KoHUenumu. Cneundurka
pasBUTUSA KMBOMUCHK Bblna 06ycnoBieHa
OTKa30M OT MPEKHWUX MAEONOTMYECKUX
HOPM, BOCCTaHOB/IEHUEM UCTOPUKO-
KYNIbTYPHOM NPEEMCTBEHHOCTHU U
TpaauLUMOHHON YXOBHOCTM C Maeanammu
Hauuu. Ha cMeHy XyooXKecTBeHHOMY
npoLieccy, B KOTOPOM pa3BMBasioCb
MCKYCCTBO B COBETCKME rofbl C ero
06LECO03HbIMU TEHAEHUMAMU U
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WHTEpPHaALUMOHaNM3aumen, cTabunbHbIMU
KOMMYHUCTUYECKMMWU NOEONOIMMYECKUMHN
YCTOSIMM MPUXOAMT HOBAs CUCTEMA UOEN,
BEAYLIMX K OTKa3y OT MPOLLUbIX TEHAEHLINHA,
CMEHMUBLLMXCS YBNIEYEHMEM PA3NNYHbIMU
HanpaB/eHUSIMN MOAEPHU3Ma XX B.,
OT KOTOPOro y36EeKCKas }UBOMUCH
paHblle 6bl1a «3alluiieHa» COBETCKOM
naeonornen. NoToK HOBbIX MIAaCTUYECKUX
naen, ecTeCTBeHHO, Havyan BUATb
Ha XyOOXHWKOB, MEHSS NX MOUCKM,
Cnoco6CTBYS cBO6OAE COBCTBEHHOIO
pa3BuTKd. [pyron BaXKHenLWnn NCTOYHMK
BNSAHUI OblN CBA3aH C UAE0/I0TUEN
HE3aBUCMMOro Pa3BUTUS, HOBbIMMU
[lYXOBHbIMW NpUopuUTETaMM 06LLECTBA,
NCTOPUKO-COLMaNbHbIMU aKTopamu U
NOUCKOM HOBbIX GOPM U TEHAEHLMNA.
MMeHHO B XMBOMNUCK Hanbonee
APKO M NMIOAOTBOPHO NMPOUCX0aNI0
dopmMmnpoBaHME TEHAEHLMI, CBA3AHHbIX
C HOBbIMUW AYXOBHbIMW N 3CTETUYECKUMM
npuopuTeTamm, 6eperKHbIM OTHOLIEHNEM
K Hacneauto, K ero BaxKHenLwunm
TpaguumnsamM, Heob6xoaAMMbIM ANng 6yayLiero
pa3BUTUA. TN BarKHENLNE UBMEHEHUS
cnoco6cTBoBan GopMmMpoBaHuULo
HOBbIX MPUHLUMMNOB HaLMOHaNbHOM
*uBonucu. OgHako B 1990-e rogbl
METO/bl UCCNefoBaHNs COBPEMEHHOIO
NCKycCTBa Y36eKncTaHa OKa3anuch nepej
KPWU3MCOM MNPEXKHUX NOAXOA0B, paHee
NPUHSATbIX B COBETCKOM MCKYCCTBO3HAHMM.
AKTyanuanpoBasncb HOBble NOAXOAbI,
rMaBHbIM 06pa30M MEXANUCLMMNIMHAPHOIO
XapaKkTepa, ucxogsume n3 GunocodCKmx
OCHOBaHWM COBPEMEHHOIO MCKYCCTBA,
HOBbIX TEOPETUYECKUX MOJENIEN, a
TaKXXe BOCTOKOBEAYECKUX MPUHLIMMNOB,
B COBOKYIMHOCTK NO3BOJIMBLUME apT-
KPUTUKaM NO-HOBOMY MCCeaoBaThb
MBOMNUCH Y36eKncTaHa. Kak oTmMevaeT
H. AxXMefoBa, B KOHTEKCTE UCKYCCTBa
1990-x rogoB npobiema 3THOKYNbTYPHbIX
TpaauLMKW, KOTOPble paHblle

paccMaTtpuMBanmcb rMiaBHbIM 06pa30oM KaK
NposiBNeHME «HaLlMOHaNbHOIo» Ha YPOBHE
CTUIUCTUKK U CPEACTB BblPa3UTENbHOCTH,
BbICTyNaeT KaK Hay4YHas npobnema

60/1ee CNOXKHOro NopsKa, a MeToabl,
cyMTaBLIMECS paHee TPaaULIMOHHBIMU

W 3TaNOHHbIMW AN9 UCCNneaoBaHuUs
MBOMUCHO-MTACTUYECKUX XapaKTEPUCTHK
MCKYCCTBa, B HAcToslLLee BPeEMS He
a[leKBaTHbI }XMBOMUCHK, anennmpyowen K
CTUXMM 3HAKOBO-CEMAHTUYECKNX OCHOB
ucKycctBa BocToka [1, ¢. 127].

B n3o6pasntenibHOM UCKycCTBE
Y36eKknctaHa 3a 1991-2015 rr.
HEeoBX0AMMOCTb B Ky/IbTYPHOM
camoonpeaeneHnn obpaTtunna gestenen
WCKYCCTBa CTPaHbl K OCMbIC/IEHMIO U
nepeoLIeHKe YCTAaHOBOK B UCKYCCTBE
HepaBHero npownoro. O6paleHne
e K Tpaguumsam KynbTypbl Hapoaa
CTUMY/IMPOBAO HOBOE MPOYTEHNE U
OCMbIC/IEHNE COBCTBEHHON UCTOPUN,
HaLMOHaNbHbIX M 06LLEYEN0BEYECKMX
LLeHHOCTEN Ha COBPEMEHHOM 3Tane ero
pa3BuTUs. Hanbonee MHTEPECHbIE N3 HUX
CBfi3aHbl ¢ 06palleHNEM K CUMBOIAM U
MeTadopam AyXOBHOIO, NO3TUHECKOIO U
MWDONOrMYECKOro Hacneaus.

HKuBonuch Y36eKUCTaHa, CIOKUBLIAACH
Ha 6a3e eBPONEeNCKON 1 PYCCKON
XY[AOXECTBEHHbIX TPAAULIMKN, B HA4Yane
1990-x rogoB NojJ BO34ENCTBUEM
coLManbHO-NONNTUYECKUX GaKTOPOB
NocTeneHHoO MeHsIeTcs, pacnagaeTcs
LLesIoCTHasa KapTuHa passuTtusa. CeBoboaa
CcaMOBbIpaxeHuns cnocobeTByeT
NosIBAEHUIO B XXMBOMUCHK paboT
3MOLMOHASbHbIX, «PaCKPENOLLEHHbIX».
JnHaMn4HO pa3BUBaIOTCA B HEW
pasfnyHble CTUINCTUYECKNE BapUaHThI.
B ¢opmunpoBaHmnn TBOPYECKOrO METOLa
¥UBOMUCKU BO BTOpPOW nosioBnHe 1980-x
rofgoB BarKHYIO POJb Urpanu coluunanbHble
«MPeavyBCTBMUS», IKONOrMYecKme
N 3KOHOMMWYECKUE NOTPSCEHMS.
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[NepecTpoeyHble TpaHchopmaLmu
060CTPU/IN 3peBLLEE B 06LLECTBE
0CO3HaHWe HeobXoAUMOCTH onpeaeneHus
W YyTBEPXKAEHNSA HALlMOHaNbHbIX yXOBHbIX
LLeHHOCTEN.

XapaKTepHbIM 6blS10 NepenneTeHme
CTUIUCTUYECKUX TEHAEHLINA,
MHOroo6pasue SpKUX UHAUBUAYaNbHOCTEN
MacTepOB pPa3HbIX MOKOSIEHWNN.

B TBOpYECTBE MHOIMUX U3 HUX YIKe
dopMHUpoBannChb Maen NepeoCMbICIEHNS
CXEM MPUBbLIYHON COBETCKOM XMUBOMUCH,
HOBOIO OTHOLLEHMS K TPAANLIMAM U
npeemMcTBeHHOCTU. B n3obpasuntesisHom
MCKYCCTBE NOUCK HaLMOHaNbHOM
MOEHTUYHOCTH, C OJHOM CTOPOHbI, yBOAMN
XYOOXHMKOB B KYNbTYPHYIO MCTOPUIO
Hapofa, Bbi3blBas cBoeo6pa3Hbli
nacceusm, ¢ pyron — oTKpbIBan
HernocpeacTBeHHoe obpalleHne K
TeHAEHLNAM COBPEMEHHOIO MUMPOBOIO
WCKYyCCTBa, CTaBd nepea HUMU 3agady
NpoBeAEHNS HOBbIX TBOPYECKMX
3KCNepuMeEHTOB. B TaKOM MXOTOMUYECKOM
¢dopmarTe cTano pasBuBaTbCs
HaLuWoHallbHoe U306pa3uTesibHoe
MCKYCCTBO HE3aBMCMMOTO Y36eKncTaHa.

BosporkaeHne oyXoBHbIX OPUEHTUPOB,
naes Bo3Bparta K KOPHAM Hapo4HOro
WCKYyCCTBa onpeaenunm nHtepec
UBOMUCLEB K JYXOBHOCTU U HGUNOCODUN
BocTtoKka, NnoaTuYecKnM, CybUnCcKUm
naesam. [Ins nckycctea pecnybnmku Havyana
1990-x roaoB xapaKTepHbIM OKa3asnocb
He 3anafHoe BAUsHKE, a o6paLleHune K
TpaguUMOHHBIM MeTadopam U CUMBOIaM.
Takue XyaoXKHWKK, KaK P. AKpamos, O.
Axmapanues, X. 3usixaHoB, . Kaablpos,
M. Kapabaes, J1. U6parnmos, M. McaHosB,
b. Ucmaunnos, A. Hyp, K. YcmaHoB, XK.
Ymap6eKkos, L. XakumoB ncxoamnu B
CBOMX paboTax U3 CMMBOJIOB, OTKPbIBas
HOBbIN METAadOPUYECKUIN CMbICH, YTO
CBUIETENLCTBOBANO O KOHTAKTE C
Tpagnumnsamn. Bo rmasy yrna uMun 6biau
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nocTaBJ/ieHbl GMUIOCODCKO-NOITUYECKaS,
MWUCTMYECKas, a TaKKe abCTpaKTHas
KoHLenuuu. Onnpaschb Ha HaLWOHaNbHbIE
y36€eKCKUE Tpaamummn, Npexae Bcero Ha
CPeOHEBEKOBYIO KHUMKHYIO MUHMUATIOPY,
MOHYMeHTa/IbHO-IEKOPaTUBHOE U
HapoAHOeE NpuUKIagHOE UCKYCCTBO, a
TaKXKe Ha 3anagHoeBPONeNCKoe N pyccKoe
WUCKYCCTBO, B CBOMX UHANBUAYASbHbIX
NOUCKax KaX/bli U3 MacTEPOB LLEN CBOUM
nytem. [1oaTomy BblllenepeyncneHHbX
XY[IO}KHWUKOB MO}HO 06beMHNUTb B
CTUNEeBOE HanpaBfieHne ILlb YCN0BHO:

Nno CUMBOJIMKO-MeTabopUyYeCcKoMyY
CNocoby XyAOXECTBEHHOIO MbILLNEHNS

W CTPEMIIEHMIO K HALLMOHaJIbHOM
onpeneneHHOCTU Bblpa3nTeSibHbIX CPEeACTB.
Mx oblias YyepTa — KaK BHYTpeHHee
noJco3HaTeNbHOe CTPEMJIEHME, TaK U
rnyboKO OCO3HaHHOE, LIESIEBOE XKenaHne
YKOPEHUTbLCS B CBOEM, anpobrMpoBaHHOM
BEKaMU, KyNbTypHOM cnoe. OHU

OJHWMW U3 NEePBbIX BOCMPUHAIN HOBbIE
XY[IO}KECTBEHHbIE Uaeun, CBA3aB UX C
BO3POCLUNM MHTEPECOM K 3THOKYNLTYPHOMY
Hacneguto, KOTopoe B CUTyaLmn
ApamMaTu4yecKnx KoTM3ni BPpeEMEHH
CTaHOBWJIOCb ONOPON U UCTOYHUKOM
pPa3HO0B6pPa3HbIX AYXOBHbIX U GUNOCODCKMX
UMnynbcoB. CakpanbHble U MOpasbHble
LLEHHOCTHK, CKOHLIEHTPMPOBAHHbIE B
3THOKY/IBTYPHbIX TPAAULMSX, B 3TOM
KOMMEKCe naen 6bi1n eanHbl 1
Hepas3pbIBHbl. MHOrMe XyoOXHUKN,
OnMpasiCb Ha 3TMYECKUM N 3CTETUYECKUI
naeanbl HaLUWK, cTapaicb B HOBbIX

Puc. 1. A. Hyp, «B cany cospesrumx rpanaros», 2010.
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dopmax Bbipa3nTb CBOKO MEHTA/IbHOCTb,
HOBbl€ NlacTUYECKNE BO3MOXKHOCTH BO
BHOBb OTKPbIBAEMbIX AYXOBHbIX TPAAULIMAX
(Puc. 1).

B coBpeMeHHOW KMBOMUcHU
Y36eKuctaHa pa3B1MBatoTCqd CUMBOJIMKO-
MeTadopuyecKas, yCIoBHO-AEKOPATMBHAS
W opyrue TeHaeHumn. B cyry6o cTaHKOBOM
KOHLLENLNK Y36EKCKOMN NUBOMUCH
XYOOXHMKMN pacKpbIBatoT BEYHYIO TEMY —
TeMy ApaMaTUYHOCTM UCKYCCTBA: MOMCKMU
UcTtuHbl, CeeTa m Jlio6Bu. B cBoEM
TBOPYECTBE OHU B/IM3KM K BOCTOHHOM
MEHTaNIbHOCTH, B X NPOM3BEAEHUAX
YYBCTBYETCS YTO-TO CKPbITOE «Byalbio»
06blJEHHON XWN3HU. B TOM peanbHOCTH
JENCTBUTENbHOCTb — JIULLb UMMYNbC

OTKPbITb HEKWIM TPaAHCLEHAEHTHbIW CMbICH,
NPUCYLW M BOCTOYHON MEHTAIbHOCTU:
co3epuaTenbHOCTb, abcTparnpoBaHme oT
peanbHOCTU. TakuM 06pa3oM, B }KMBOMUCH
y36EKCKMX XyAOKHUKOB Nepuoaa KoHua
XX — Havana XXI BB. cbopmmnpoBanach
OpUTrMHaAbHag no TMNy CUMBOJIUKO-
MeTadpopuyeckas KaptuHa (Puc. 2).

B TBOpYeCcTBE XYyAOXKHWKOB CK1aablBaeTCcs
TaK¥e cyrybo nHanBuayanbHas
MKOHOrpadus BOCTOUYHbIX 0OPa30B,
BapuaLmMm KOTOPbIX JOCTATOYHO
pa3HO06pasHbl, YTO HE UCKIIOYAET 00LLEN
NS HUX OCHOBbI. 3TO BU3yanM3MpoBaHHbIe
MeTadpopbl M MOITUYECKUE CUMBOIIbI:
CONOBEN, PO3a, PpanCKuUin caf, BNOONEHHbIE
napsbl, CTPAHHWKKW U AEPBULLA, PaNCKMe

Puc. 2. M. Kapa6aes, «IIpuser cosoBbs, yneresiiero gasHo», 2001.

Ans cosfgaHnsa obpasa 1 CloXKeTa, He
BbIABNAIOLLASA, @, CKOpPee, CKpbIBatoLLas
HEeKyto cakpasibHOCTb U TAUHCTBEHHOCTb
BocTtoKka. OcHOBbI Npon3BeaeHnn
XYOOXHMKOB — CMMBO/bI, MeTadopa
CTpaHbl U A0NMHbI BEYHOM NO6BMK, MOKOS
M NPOCBETNEHMUS, dunocodusi, Noasus,
MCNO/b3ysl KOTOPbIE OHWU CTPEMATCH
3acBUAEeTENbCTBOBATb BOCMPUATUE UMM
N3 KOHTaKTa C TpaguLmMen pasinyHbIX
KOHLENUUIM: GnnocodCKO-NMOITUYECKHMX,
MWUCTUYECKMX, a TaKKe abCTpaKTHbIX.
3T0 AAET BO3MOXHOCTb MOHATb HOBbIE
BO3MOMXHOCTU MCKYCCTBA, @ UMEHHO:
6narogaps coeprKaHuio NPoM3BeAeHNS

NTULLbI, CUMBOJIbI IyHbI M COMHLA, 06pasbl
MBOTHBbIX, NOMYNAPHbIE U XapaKTEPHble
ONa APEBHUX MUDOMOITUYECKUX U
GONBbKIOPHbIX TPAAULMN: ObIK, pblOa,

NeB, NaB/AWH U T. 4. Kpome Toro,

XY[IOKHWKHK cO3atloT 0606LLEHHbIE
06pasbl, HAaNpPUMeEp, BO3OONEHHON,

M NO3TUYECKUE 3HAKWU-CUMBOJIbI,
BOCMNeBaeMble B cpeHea3naTcKom
nutepaTtype. MndonoaTuyecKkune naeu,
NlereHgapHo-cKa30o4Hble CUMBOJbI
BOM/OLLAIMCb MAacTeEpPaMmn B OPUTMHaNbHbIX
JeKopaTuBHbIX peleHnsx. Co6cTBeHHOe
KyNnbTypHOE Hacneaue: UCTOPKUS, UCKYCCTBO,
3Moc, APEBHASA CKY/bMTYpPa U XXMBOMMUCH,
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BOCTOYHas MUHMaATIOpa — 6€3YCNOBHO,
OoTparkaeTtcs B ux pabotax. Ocobyto
3CTETMYECKYIO 3HA4YMMOCTb MPON3BEAEHNIO
npuaaeT o6palleHne XyA0KHUKOB K
CYPUINCKNM ClOXKEeTaM, UX CUMBOJIMHHOCTH,
YC/IOBHOCTU M MPOCTOTE BbIPA3UTENbHbIX
cpencts [3, ¢. 233].

[my6okas ¢punocodurs Npon3BeaeHUN
BeJEeT B cdhepy 3HaKOBO-06pa3HOM
CUCTEMbI IPEBHUX JIEFEHA, K NOMbITKE
0606LleHns 06pa30B repoes A0 CUMBONA
W 3HaKa, He ocTaHaBNMBasa 3pUTENS
Ha CTUINCTUYECKOW MHTEPNpPETaLMK.
[MpOHMKHOBEHWE CKBO3b OnpeaeneHHbin
COLManbHbIN M UCTOPUKO-KYSIbTYPHbIN
Ko B My6b 0603Ha4aemMoro no3Bonger
MOHATb M OLEHUTb CYLLLECTBEHHYIO POJb
3HaKOBbIX GUTYP UK KYNbTOBbIX 06Pa30B
J@aHHOW 3MOXM, MEHTANUTET, BHYTPEHHME
YCTPEMIIEHUS, CKPbITbIE MEPEKNBAHUS.
BaHO, oAHaKO, OTMETUTb, YTO NpoLecc
06pa3oBaHMsa CUMBOJIOB B UCKYCCTBE He
MOMET 6bITb CBEAEH IMLLIb K N3YYEHUIO
BHELIHWX M BHYTPEHHWX CBA3EN MeXay
ob6pas3amu-3HaKamu.

BmecTe ¢ Tem Bce 60/1e€ YCNOKHAEMbIN
MOUCK ONOCpeaoBaHHbIX CBA3EN MeEXKay
OKpYy}KaloWwmnM NpeamMeTHbIM MUPOM U TEMMU
CMbICNaMU, KOTOPbIE TaKME XYOOKHUKM,
KaK, Hanpumep, ®. Axmaganues,

b. Mcmaunos, . YemaHoB, L. Xakumos,
CTpeMATCS nepeaaTb Hepes aToT MUp, —
NpoLLecC OObEKTUBHbIN.

OaHM XUBOMNKUCLbI, TAKNE KaK

X. 3usaxaHoB, M. UcaHoB, M. Kapabaes,
BMAAT CBOIO 337a4y B TOM, YTOObI
BblpaxaTb WaeanbHOE NONOKEHME
4yenoBeKa B MUpe, Apyrue, Hanpumep
J1. Uéparumos, I. Kaabipos,
A. Hyp, IxK. YMap6eKoB, cTpemaTca
n306pa3unTenbHbIMK CpeacTBamMmu
BOMIOTUTb GOPMbI €ro MPUCYTCTBUS B MUPE
(Pwuc. 3).

paHuLa Mexay CUMBOJIMKON
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Puc. 3. X. 3usixanoB, «ITuknuk», 2004.
peanbHbIX U XyAOXEeCTBEHHbIX SABJIEHUN

Bceraa noJiBUXHa — To OHa npeaesibHo
CcTMpanacb, T0, HanpoTKB, TpeboBana
Cepbe3HbIX YCUSTUI NO U3BIEYEHMIO
CKPbITOro cogepaHus NpoM3BeAEHHS.
MccnenoBaHnem cumBona, Uiu
npoeunpoBaHnsg Metadopbl B KOHTEKCTE
COBPEMEHHOI0 U306pa3unTesibHOro
WCKYCCTBa, Ha CEeroAHsAWHNN aeHb
3aHUMaloTCs B NepBYyto ovepeb
Gunocodbl, pennurnoBebl, UCKYCCTBOBEDI
n ap. B nponsBeneHnsx y3aeKCKnx
XYOOXHMKOB MPUCYTCTBYET Onopa Ha
OCHOBbI M033UU, PENUTUU U GUNOCODUN,
KaK, Hanpumep, B KapTuHax K. YcmaHoBa
«[lonvHa ognHo4ecTBar, «JonnHa
co3epuaHus», «1onnHa NO3HaHUSA»,
«Bno6neHHbler.

3ayacTyto TEPMUH «CUMBO» B
YUBOMUCKU cCOYETaeTCs C TaKUMK
NOHATUSIMM, KaK anseropus,
nepcoHnduKauma, Tun U T. 4. A metadpopa
B MCKYCCTBE 4acTO CTaHOBMUTCS
3CTETUYECKOM CaMOoLeNbio U BbITECHAET
nepBoHa4vasibHOE UCXOAHOE 3HaYeHNEe
cnosa. B xuBonucu metadopa He CTONbKO
OTpaXaeT *KM3Hb, CKOJIbKO BOCCO3aeT
€€ o CBOMM 3aKoHaM, TBOPUT ee.
Hanpuwmep, B xxmnBonucun d. AxmaganveBa
«CTpaHcTBYylOWMe aepBuLliny, «CepaLe
aepsulla», GKM3Hb gepBullar, «Ceatas
Bofa», «CTeHa», «[leBYyLIKN N3 XymcaHa»
(Puc. 4). UmeHHO OHa, co3aaBas
KOHKPETHbIN 06pa3 abCTPaKTHOrO MOHATUS,
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[aeT BO3MOXHOCTb Ppa3HOro TO/IKOBaHMS
peanbHbIX COOOLWEHWN. B Xy10KECTBEHHOM
TBOPYECTBE BO3MOXHOCTM 3HAKOBbIX
CUCTEM peann3yeT U BbipaxKaeT OAHO U TO
e cofeprkaHne pasHbIMU CTPYKTYPHbIMU
cpeactBamu [2, ¢. 45].

3HaKu, NpuMeHaeMble B COBPEMEHHOMN
HMBOMWCKU Y3BEKMCTaHa, XapaKTepmayroTcs
pasfIn4HOM CTENEHbIO YCIOBHOCTHU C
TOYKM 3PEHMS NPOM3BOJIbHOCTU CBA3MK
MeXKay 06bI4HbIM UX YOTPebAeHUEM BHE
MCKYCCTBa M TEM 3HAYE€HMEM, KOTOpoe
OHW 0BpPETAIOT BHYTPU XYA0XKECTBEHHOM
cucteMbl. Hanpumep, B KapTuHax .

Puc. 4. ®. Axmapnanues, «[leByuiku usz Xymcana», 201 1.

et S

Emni

Puc. 5. JIxx. Yemano, «Otpaxenue», 2007.

YcmaHoBa «<Megutauusi», «OTparkeHne»
(Puc. b), «Pazgymbe», «CHOBUOEHUSA»,
B. UcmaunnoBa «[TpUKOCHOBEHUE,
«OTparkeHune», «OKHO».

3a roabl HE3aBMCUMMOIO Pa3BUTHUS
HOBblE TEHAEHLIMN B NCKYCCTBE
NPOoLWIN ONpeaenieHHble aTansbl. Tak,
TpaHchopMMUpOBanach yCaoBHO-
JleKopaTuBHas TEHAEHLMS B TBOPYECTBE
*usonucuen A. Mup3saeBa, P. LLlagbieBa, A.
VlcaeBa, . Ban UXyXaeBa, Puc. 6. A. Mupsaes, «BecHa B okpectHocTsix Cykoka», 2012.
L. A6aynnaeBowu, T. KapumoBa,
K. babaeBa, 3. CanaaHoBa.
OCcHOBHOE coaeprKaHune ux paboT
— 9MOLMOHaNbHOCTb, IKCNpPeccus
KosiopwuTa, Nt060Bb K YCI0BHOCTH
N1acTUYECKOTO A3bIKa, CUMBOJIMYHOCTH
LBeTa. B nx »xnuBonucu ponb Tpaguummn, ee
MHTepnpeTauum BeaeT K yCI0BHOCTHU

B CTWUJIE, MOCKONbKY M3BECTHO, YTO
WCKYCCTBO cpeaHeBeKoBOro Boctoka,
HanpuMmep, OCHOBAHO Ha MJIOCKOCTHOCTU U
OpHameHTanbHocTh (Puc. 6).
YcnoBHO-AEKOpaATUBHASA IMHUA B
UCKyccTBe Y36eKncTaHa BO3HMKNA ellle B
rofbl ero ctraHosnexHnsa B 1920-1930- e
roabl Kak peakuusa Ha HabupaBsLLW CUny
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Puc. 7. K. ba6aes, «JIsi6u-xay3», 2007.

naccuBHO-00bIBaTEIbCKUIN peannam, Kak
nosieM1Ka C NOBEPXHOCTHOM dUKcaLIMeEN
MU3HU. XYOOKHUKH
A. Bonkos, Y. TaHcbikb6aeB, H. KapaxaH,
H. KawmrHa oaAHUMK M3 NEPBbLIX OTKPbIIK
B TpagULIMOHHOM Y36EKCKOM UCKYCCTBE
CMesble KOIOPUCTUYECKME COYeTaHus,
NPUHLUMNBI JEKOPATUBHO-YCIIOBHOM
KOMMO3ULUK, KOTOPbIE B TO e BpeMS
ABJIANIUCH LEeNbio NiacTU4eCKUX HoBaLIMK
aBaHrapga. B TBopyecTBe 3TMX MacTepoB
porKaanacb KOHLEMNLMUSA, KOTOPOWH
NPELCTOSN0 MPOUTU JONITUA N HENMPOCTOM
nyTb, YTOGbI ONpeaenTb MHOTUE YepThbl
[AaHHOro CTUIMCTUYECKOIO HanpaBieHus.
B pasHble rofibl NpuBepKeHLU bl
KOJTIOPUCTUYECKMX MPUHLMIMOB Bblpayanu
WX TO B AiyXe UMNPECCUoHMU3Ma, TO Yepes
NO3TUKY BOCTOYHOM MUHMATIOPbI. M TONLKO
¢ 1990-x rogoB Bce MHOroo6pasue
TpaauLMIM HaLMOHaNbHOMo Hacneans
CTano npusHaBaTbCH OJAHUM U3
onpeaensiiownx GakTtopoB COBPEMEHHOMO
Nn306pa3unTeNibHOro UCKyCCTBa.

B »xuBonucu YabekuctaHa XX ctonetms
[IEKOPAaTUBHO-KONOPUCTUHECKNE NMOUCKMU
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Bcerga onpenensnu marucrpasnbHyto
JINHUIO ee pa3BuTUS. CMesble CoYeTaHUs
SIPKKX LIBETOB, 0COObIE PUTMbI U
NOHUMaHWE AEKOPATUBHbIX MPUHLIMMOB
KOMMNO3MLMKU HapOAHOIo UCKYCCTBa
JIEXann B OCHOBE HOBATOPCKUX UCKaHWUM
MacTepoB y36eKUCTaHCKOro aBaHrapaa.

B nx TBOpYecTBE poxaanacb KOHUENLMS,
KOTOPOM NPEeACTOsSIO CBA3aTb MeXay
Cco60M He 0HO MOKONEHME KMBOMUCLEB.
[ToaTOMy MOHATL NPUPOAY U CaMOBLITHOCTb
peanu3ma B Y36eKkucTaHe XX B. TPyAHO
6e3 yyeTa MHOroob6pasHbIX HaLMOHalIbHbIX
Tpaguunm n cneunduKkmn 6biTa, CIYKUBLLMX

MCTOYHUKOM ero NoCTOAHHOro 06HOBIEHUSA

(Pwuc. 7).

CoBpeMeHHOe UCKYCCTBO Y36€eKnCcTaHa
3a rofibl HE3aBMCUMOTr0O Pa3BUTUS
npeTepnesno cCMeHy napaavrMm — ot
aKUEHTMPOBAHHOIO BHMMaHUS K
KYNbTYPHO-UCTOPUYECKOMY Hacneauto,

K TPaamMLUmMsamM BOCTOHYHON MUHMATIOPbI U
HapOAHOrro UCKyCcCTBa [10 NOMbITOK NYCTb

p06I-(VIX, HO KOHLENTYaJ/lbHO HanpaB/1€HHbIX

MPOEKTOB. B aTUX AMHAMUYECKMUX
npoLeccax GpakTop UCTOPUYECKOrOo
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CO3HaHMWS Urpan BaxKHyto posib, ONpeaenss
BeayllMe TeHAEHLUN U BEKTOPbI Pa3BUTUS

COBPEMEHHOIo HaunoHalbHOIo UCKYCCTBa.

OnbIT COBPEMEHHOI0 UCKYCCTBa
Y36eKucTaHa, KoTopblii pa3BuBaeT
MPUHLUMN AMHAMUYHOIO OCBOEHUS

CnuCcoK nuTeparypbl:

TEeHAEHLU MW MUPOBOTro npoLiecca

NMpU COXPaHEHUU NMPUCYLLMX HALUK
3CTETUYECKMX neanos 1 TpaguLun,
NO3BOIUI XYAOXKHMKAM COXPaHUTb
BaXKHeKLWMe OCHOBbI CBOEN KYNbTYPbI U
NpPMOBGPECTN HOBbIE COBPEMEHHbBIE HYEPTHI.

1. AxmepnoBa H. }usonucb LieHTpanbHon A3nn XX BeKa: Tpaamuuu,
CaMOObITHOCTb, Ananor. TawkeHT, 2004.

2. AxmepoBa H. HensBenaHHbIN NyTb. O4epKU O TBOPHECTBE XYAOKHUKOB
Y36ekuncTaHa. TawKeHT, 2015.

3. WWnmmens A. Mup ncnamckoro muctuumama. M., 2000.
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THE UNITY OF CULTURAL PROGRAMS ON TELEVISION CHANNELS OF KAZAKHSTAN

Abstract

Any person in a definite sense is in space of the relations. Spiritual cleanliness and humanism, beauty and
kindness fluctuation have given to the person the tender feelings, a passing picture of life not only as barter
trade but at first ideas, profession and professional experience in which the morals and value are replaced
among them. The child receives well-being of culture at feeding by milk of mother, having sated with the first
heard by a lullaby of songs, grows, absorbing human qualities. In a science socialization (society) is called

a process which was proved on relations. Kinds of cultural relations are recalled when pay attention on
knowledge and sense presence. If to speak about cultural heritages, they are introduced in life by founders
(writers, journalists, artists) and consumers (the reader, the listener, the spectator) — it is possible to consider
as the relation among themselves. Precious the concept of Culture if it is not reached a part of a spiritual
source, cultures wouldn’t be as there is a probability that it will lag behind a cultural turn. “That, will become
thin country generation that the culture didn’t develop” — there is a wise lecture.

Key words: TV channel, TV program, culture, drama, civilization, books, time.

KA3AKCTAH PECNYB/IMKACBIHAAFbI AKNAPAT KO3IHIH JAMYbI

AGcTpakr

TeneBusna KepepMeHi TeaTpsiblK CNEKTaK/Ib KOPCETIM Hemece GUNbM TYCIpiNn MBAEHU KYHAbIIbIKTapFa
KaKblHAaTagbl. OHAam niwiHgep 6i34iH KapaybiMbi3Fa Kapaw eHepre KaTbICTbl AyHWenep 60bIn caHanajpl.
OHbIMEH 6ipre TeleBU3KUA TyTacTall 3KpaHHbIH 6eMHENIK MYMKIHAINIH NanganaHfFaH Xaraawnaa, acipece,
MaAEeHU-arapTyLWblblK TYPFblAa Kocion webepnik KepiHiCiHiH MaHbl34bblFbiH TaHbITadbl. MageHueTKe (TinTi
on 60nMarFaH KyHAe Ae) Ke3 KenreH 6argapnama KatbICTbl. [lereHMeH ae Kenbip oTaHAblK TeneapHanapa
apHanbl xabapnap MeH «binim xaHe MageHueT» CblHAbl TeneapHanap Fbl/ibiIM MEH MOAEHNET OPKEHUETIH
nalwu eTyre KbI3MeT Xacayra HerizgenreH. asyuwbinap, My3blKaHTTap, CypeTLLinep, eHepTaHyLblnap ce3aepi
MEH YTbIMAbl OMNapbIH XETKI3ETIH ap6ip xabap ApamaTyprus 3aHbl 60MbIHLIA YHAECIMAINIK Taybin XaTtajbl.
TeneBuauanblk TeneapHanap anemaik KaybIMAacTbIK YATICIHAE KYMbIC Xacan, opbip KepepMEHHIH, onapablH,
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TONTbIK EPEKLWENiKTEPiHE, 6eNriNi Kbl3bIFYLWbINbIFbIHA Kapaw Tin TayblM, biKbl1aCblHAH WbIFyFa TaamnblHbIM

OTbIpajbl.

Tipek ce3aep: TeNeB13nd, TeneapHa, Tenebaraapnama, MoIEHUET, ApaMaTyprus, OPKEHUET, KiTan, yaKbIT.

PA3BUTUE MACCMEAMA B PECNYBJIUKE KA3AXCTAH

AGcTpakr

TeneBuaeHve NpuoobLLAET 3puTeNen K LLIEHHOCTAM KyNbTypbl, MOTHOCTbIO TPAHCAMPYS TeaTpabHbl CNEeKTaKIb
UK cTaBs UrpoBov Guabm. AT Gopmbl, NpUHaAANEKaLLMe COGCTBEHHO UCKYCCTBY, HAXOAATCS 3a Npeaenamu
Hallero paccmMoTpeHus. BMmecTe ¢ TeM MCNofib30BaHWe 06pa3HbIX BO3MOXHOCTEN 3KpaHa KaK B LIefIoM B
TeneBUAEHMH, TaK U — B OCOBEHHOCTM — B Nepeaayax Ky/bTypHO-NPOCBETUTENIbCKOMO HanpaBaeHUs ecTb
BaXKHENLWMIM NpU3HaK npodeccnoHanmama. K Kynstype (W11 ee oTCYyTCTBMIO) UMEET OTHOLLEHWE BCAKas
Tenenepeaada. Ho ectb Takne nporpammbl M 0cobbIV KaHan, Kak «binim xaHe MaaeHueT», BellatoL i

Ha OTEYeCTBEHHOM TeNEBUEHMU, KOTOPLIE CNeLManbHO coO34aBannch 419 NPUoBLLEHUS ayauTopun

K JOCTUXEHUSAM HaYKMU U KynbTypbl. [loKas nponsBefeHnin UCKYcCTBa C KOMMEHTapUsSMU nucaTtenen,
MY3bIKaHTOB, XYAOXHWKOB, UCKYCCTBOBE0B CTPOUTCH, KaK U BCAKas nepeaada, no 3aKkoHaMm apamMaTyprum

W rapMoHuK. TeneBU3NOHHbIE KaHasbl yA0BAETBOPSIOT, KPOME TOro, NoTPEOGHOCTb KaXKAaoro 3puTens
naeHTMdMUmnpoBaTb cebs Kak C MMPOBbLIM COOBLLECTBOM B LIEIOM, TaK U C OnNpeaeneHHon rpynnow noaen, ¢ nx

cneundU4ecKUMU MHTEpPECaMMU.

KnioueBble cnoBa: TefiesBuieHue, KaHar, Tenenporpamma, Kynbtypa, gpamatyprua, UMBUNN3auna, KHUTH,

BpeMs.

Everyone in certain conditions becomes
the participant of the communicative
space. The spiritual purity and honesty,
beauty and kindness awaken subtle
emotional feelings in people, and what
is happening in people’s lives does
not only concern the trade relations
and the exchange of things or goods, it
primarily involves the exchange of ideas,
professional and creative experience,
and moral values. A man is formed in an
environment of cultural well-being since
his infancy, it is instilled with mother’s
breastfeeding and the development of
human quality originates from the time
when a child hears the lullaby for the first
time.

The process known in sociology as
socialization is based on communication.
In consideration of cultural relation types,
special attention should be paid to its
comprehensive and multivalued nature.
Cultural values are considered as the
relations between those who create them
(writers, journalists, artists ...) and those
who receive them (readers, listeners,
viewers). Despite the fact that culture is a
valuable concept, if there is a lack of some

of its spiritual elements, it can drift out

of the cultural circulation. As the popular
folk wisdom says “The country which does
not develop its culture is deteriorating

its nation”. As an uninhabited house
desolates, as an unused railway becomes
just a heap of garbage, so does the
unread book turn into a collection of paper
remains. Therefore, cultural relations are
the foundation of cultural existence.

The development of culture is primarily
based on its main functions. The interests
and purposes of human beings in the
developmental process of the world’s
historical events should be fulfilled to the
full extent.

Generally, if the culture is divided into
the material and spiritual directions,
the first one is the product of material
production, while the other one is
considered as a spiritual product, because,
the material and spiritual culture products:
tools and artworks have various purposes.
At the same time, both material and
spiritual culture products form a definite
integrity. The goal of an individual’s idea
and knowledge will become materialistic
if he turns the culture into a materialistic
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culture, as a result, it can become an
object of admiration and determine the
societal factor. For television viewers, the
main issue is not in distinguishing those
two, but in recognition of their organic unity
in accordance with the development of
society as a whole.

Viable culture is not separated from
the human being in society, as the
human is the subject of culture. The
development of a human’s qualities
is the result of mastering a language,
understanding social values and traditions
and possessing the activities inherent
to his culture. Culture is the measure of
humanity; it shows the level of human
development within the society. Therefore,
culture exists in direct contact with the
human. The essence of these relations
lies in the fact that a human absorbs the
culture, submerges into it and turns it into
the prerequisites for his future activities.
Thus, developing his knowledge, skills,
and ability, he forms his own image of a
cultured person. Spiritual culture cannot
be formed without material culture. For
instance, the spiritual culture is spread by
means of material cultural varieties, such
as radio, television, computer, beautiful
architecture, museums, and memorials.
Dancing, singing, poetry cannot exist
without technical means.

From the pages of mass media, it is
known that the Parliament has suggested
the Government introduce a number of
changes to the “Law on Mass Media”.
The main goal of the proposed changes
is the reduction in the amount of foreign
content broadcast on television and
radio by between 20 to 50 percent. In
fact, reducing it to 20 percent we will not
lose anything, as most of Kazakhstan's
television channels do not broadcast
enough programs in our state language,
Kazakh. The true evidence of the
country’s independence is the formation
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of an information center, able to raise the
country’s goals to the highest level. Even
our president has noted: “Kazakh people
should speak in Kazakh with each other”!

Everybody knows that the media,
including television, can be a destructive
power. At first glance, it is a tool used as
the defense power of the country, and also
is a more powerful tool than the majority
of WMDs (weapons of mass destruction).
Television brings to our homes any event,
any achievement or historical reality, the
entire universe as if we can see it, hear
it or touch it? Its main characteristic
is in its speed of broadcasting events
that are happening around the world
in real time (CNN, BBC). According to
the survey conducted in one of the
developed countries (which survey), 12%
of individuals and 88% of families watch
television. Television is a waste of time,
especially in the evening, during supper -
that blue box attracts the attention of every
family. Interesting programs captivate
people and attract them to watch television
more and more.

Itis believed that there is no ideology
under a market economy. This manner of
thinking is reckless and foolish. Nowadays
national ideology serves the best purposes
for civilized and capitalistic models of
states. These states are able to integrate
national interests and ideals into their
laws and policies, and make them co-exist
with the very nature of the statehood. In a
stable independent and huge country such
as Kazakhstan, we do need a national
ideology.

The national platform, a general
direction is necessary not only for the
sphere of culture but also for the market
economy which now is a common category
for the whole world and its common
business. It seems to be a well-known
fact for most people that the basic key to
becoming a powerful and successful state
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lies in the ability to boost the economy.
The economic policy and the fate of the
nation have been in close contact with
each other in any country. First of all itis a
great achievement for the economic reform
which takes the course to care the national
idea and the importance of citizens within
that state, and the one which ensures not
only their material well-being but also their
spiritual development, the development of
arts and culture, and the improvement in
the level of their education.

Art at any stage, this work requires
extensive research, huge sensitivity, and
vigor. If there is research it will always be
accompanied by progress and honor. That
is why every man is lucky today to top the
television which has become “a syncretic”
art and to raise it up to the top of the
television industry. In order to do that one
needs to be intellectually high, thorough,
and educated. Individuals who master
the creation of thoughtful reflections from
simple words, who are able to find the right
way to the hearts of viewers and satisfy
their needs are rare. One needs not only
knowledge to attract viewers who are
bored with repeated words of truth before
the TV-set but also experience, leadership,
insight. Furthermore, in order to insist on
high standards, one needs to cultivate
the ability to develop the character and to
expand the storyline further in a masterly
fashion.

Many people have researched the
secrets of Kazakh television, which has
a fifty-year history. However, they were all
looking for the same things, which were
not accepted by the viewers or did not
attract their attention. Most of them could
not meet the requirements of that time
while the previous ones did not depart
from the chosen bright way.

There are some moments when it is
necessary to attract the audience, forcing
people to think about important issues, but

excessive recourse to the audience may
be accepted by the television viewers or
guests of the studio.

“Usually, each program has its own
author. After all, only a good journalist is
able to create a good program. | always
recall this thought, when | watch weekly
programs and news”, noted prominent
journalist Kamal Smailov, [1; pp. 3, 23].

The role of television in the
popularization of our national mentality,
national feelings, national spirit, national
education, national identity and national
existence and peace is instilled and
formed by the traditions of our ancestors
and is undeniable. Summarizing the above,
it should be noted that the TV journalists
must meet the following necessary
requirements: the voice rhythm of the
anchorman, dress-code, norms of behavior
in front of the screen, the attractiveness
of identity, high professionalism and
erudition: the art of creating a story out
of few words and formulating brief, but
precise questions, avoid being constantly
on the screen and be able to display the
heroes to the first plan, to be serious,
avoid complacency and constantly improve
their professionalism. If anchormen
possess all of these requirements in
their thoughts and feelings, the program
will be successful, leaving the audience
pleased and thus, giving an impetus
for the formation of culture medium.
Therefore, through a detailed analysis of
our history and comparison of our past
and present achievements and for the
establishment of a new approach to the
heritage of our ancestors we should leave
in the genealogy of our country reliable
information for future generations. In case
the genres of television programs stabilize
and all the aforementioned qualities meet
the content of the programs, the television
world would more extensively attract the
viewers.
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Today due to the pressure of market
forces, television has become an
indispensable tool. The Blue Screen
successfully fulfills its functions as a tool
for escapism from everyday thoughts,
life’s difficulties, giving people a boost of
hope and passion for life. “Language is
an instrument for speech, conversation,
reading, which is developed by learning,
writing and drawing. Ignoring any one of
the three is a big crime”, said academician
and writer G. Musrepov [2; p.5]. Each of the
three questions concerning the destiny of
the language cannot be left unattended,
because, the ability to speak correctly is a
contemporary requirement in the vision of
each person, and remains topical in public
and political, social, economic, cultural
and spiritual life. The culture of speaking
is one of the most important problems
concerning language. The two most
powerful mechanisms of television are first
speech and second, image.

It is undeniable that cultural programs
form the worldview and active direction in
the life of the young generation. Therefore,
the study of the role of television in the
education of generations has social and
political importance. The purpose of the
cultural programs is always comprehensive
and complex because young viewers are
just learning how to distinguish right from
wrong, making their first steps into the real
world. They are naturally gullible and prone
to imitation.

Why do we give such great importance
to the role of television in the upbringing
of young people? Because, in comparison
with other media tools, the penetration
of television is higher and it can interest,
attract and affect people both by means
of words and images. Television is
important not only due to the content of
its programs but also due to the format
of the broadcast programs, the coverage
of its audience determines the direction
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of the spiritual and social development
of society. As the cultural program of
Kazakh television is one of the unexplored
themes, which requires scientific
approach, its historical experience should
be theoretically formulated, while its
direction and goals require extensive
research and observation. In addition,
most of the journalists working on the
aforementioned programs are the ones,
who are fully qualified to hold positions in
the distribution of information and using
the power of words. Serving the audience
is the main task of any of the media.
This entrusted responsibility changes
due to the requirements of modern time,
which complicates its introduction into
the volatile nature of the present time.
The number of new programs and talk
shows has been increased on the national
TV channels of Kazakhstan, based on
international and foreign experience; a
variety of new performances evidences
the expansion of this field. In this regard
programs dedicated to the problems of
our independent state, able to attract
the audience to the crucial issues of the
country are urgently needed. The previous
waves were started by the seniors of
journalism, were continued by medium
level journalists while the modern talented
generation of journalists contributed to
television progress by their programs with
the participation of different heroes.
Cultural programs have evolved on
Kazakhstani national TV channels since
2005-2006. In addition, due to their
quantity and value, they have attracted a
large number of viewers. These included
the programs concerning the history of
the songs “Kazaktyn zhuz ani” (Hundred
Kazakh songs), those involving the history
of Kazakh poetic songs: kyui, “Kazakhtyn
zhuz kyui” (Hundred Kazakh kyuis), those
ones where the studio guests sing one of
their songs “Zhetisaz” (Seven melodies),
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studio talk-shows as: “An men anshi” (A
song and a singer), programs about the life
and heritage of Abai “Anyk Abai” (Bright
Abai), literary-informative studio talk-shows
“Altyn saka” (Golden saka) and “Altyn
kakpa” (Golden Gate). The emergence of
mass culture influenced the formation of
mass media. Mass media have made a
significant contribution to the development
and birth of mass culture. The emergence
of cinema, radio, television has given to
people the opportunity to participate in
art and literature. Thus, the concept of
“screen culture” was introduced in modern
science. According to E. Shils the scholar
and researcher of mass culture this kind
of culture makes it possible for a human to
forget for a moment about his life, failures,
anxiety and grief and rest and relax. Mass
culture creates an illusion like a game,
where people receive joy, happiness, and
dreams unattainable in real life. Mass
culture is based on stereotypes and the
archaic signs embedded within them.

In order to create world-class
television, two main issues need to
be resolved: human resources and
technical capacities. In case there are no
highly qualified journalists, information
providers, commentators and analysts
we cannot even talk about the quality of
informative materials. Significant need for
the development of television is required
due to political and ideological reasons,
as the importance of information security
is as high as the importance of political
or economic security. It is true that the
superiority of foreign influence in the
information field can cause extremely
dangerous consequences to the politics
and ideology of the country. Thus, the
following words find their proof: “The one
who owns the information owns the world”.

In order to make the programs on the
blue-screens attractive for the audience
the television journalist should be guided

by the following principles:

- to improve the language of the
program, to provide the informative value
of the program;

- the editorial board should on a regular
basis keep the focus on the character of
the materials, the range of the theme, the
quality, and the range of issues;

- the programs must be new and have
unique background;

- the television journalists’ style should
be precise, simple, clear, and have a
figurative language;

- the old styles of thinking and methods
should be replaced by fresh thinking style
and ideas of young specialists.

When we focus on traditional Kazakh
television, we make sure that it is possible
to use innovation and progress in this
area - updating and optimizing existing
models for the modern times. In each of
their programs recognized phenomena in
modern television world, the individuals
touch upon a collection of high thoughts
generated out of their research and
reflections. In the literary, dramatic and
musical traditions there are obvious traces
of traditions and modern processes are
seen. If this combination is considered in
unison with the whole processes, thoughts
and views we can observe that they are all
rooted and entrenched from traditions.

The desire to preserve the traditions
of our people and the perception of the
traditions of other nations through the
televised coverage of the works of well
known figures becomes habitual practice
for Kazakh journalists.

Literature, film, television and any other
kind of art must be of a national nature.
Television has its own specific features.

It can be called a type of international
art and the carrier of an international
language. Despite the size, whether it is
large or medium, any program is based
on common imaging methods. While in
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literature, only a national language lays
the foundation of literary works. Because
any literary work is written in a specific
language. However, in television art
everything is different, as there are an
incredible number of videography styles.
Therefore, only the outlook of the director,
his views, and internal apprehension can
the national identity be conveyed. This
means that national television in the first
place bases on the national consciousness
and thoughts of authors, directors,
cameramen, and the whole group involved
in the preparation of the program. However,
in the “new wave” of world of television,
there is a lack of national spirit. It really is
quite a natural phenomenon. The fact is
that young professionals engaged in the
production of these programs basically

get a Russified urban upbringing. Their
national identity is urbanized, adapted

to European culture. Thus, the creation
of a national television product can be
implemented only by a director with a

high level of national consciousness. In
general, the national consciousness of the
person should be considered both from a
psychological and historical perspectives,
since a human society is constantly
changing. Society changes the human, just
as the human is capable of changing his
society. He aspires to a society, working for
its creation and development. However, we
should not forget about the spiritual and
moral tendencies. They never change. After
all, there is such a thing as temperament,
isn't there? Whether it is an English,
French or Arab nation, any of them have
their own inherent temperament. Now

we have become spectators of television
series of different countries broadcast on
our TV channels. The character, movement,
and communication style of the TV series
heroes sometimes may seem ridiculous

to us. Perhaps, they also look at us and
may think that our people are “passive
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and slow.” This temperament is formed
from the everyday lifestyle of our people.
For example, we do not much admire the
film adaptations of the works of L.Tolstoy,
Ch.Aitmatov, M.Auezov created by foreign
directors and with characters played by
foreign actors and actresses. As the roles
are not performed by Russian, Kyrgyz

and Kazakh actors, the images on the
screen seem unconvincing to us. In this
case, the national character reflected on
the screen reaches the viewers through
the heroes of a televised product. It is
impossible to create that reflection by
means of using makeup. At the moment,
there is a danger threatening the national
identity of the Kazakh people, because,
commercial television products do not
need the promotion of national qualities.
They only strive to broadcast the products,
which are easy to buy and sell as any
kind of goods. Is Kazakh television able
to attract the attention of viewers with

its creative content? At the moment it

is one of the key issues. Thus, national
television content, should be primarily
interesting and attractive to Kazakh
people. However, our young script

writers and directors, who are adapted

to the urban culture are striving to make
television products understandable to the
whole world. However, it is impossible,
and this is their major delusion. As Fellini
is primarily clear to Italians, and only after
that it becomes clear to the whole world.
Our television workers do not want to
understand this fact. Television and art
in general have unique spiritual value.

An artist only through his ultimate work,
shows on the screen the spiritual life, the
soul and the ideals, feelings, and the most
topical issues, turning them into national
television products, timeless creations.
“Nothing can be gained without some
lofty guiding idea. No seeds of honour and
dignity in the human soul would ever give
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their noble fruit without it. A man deprived
of such facilities would hardly grace his
fellowmen let alone himself. Without those
features national self-conscience is a mere
fiction. For then one would fail to find the
way to progress and prosperity, in fact,
then one is doomed to dragging along the
deserted path having to resignedly eke out
his miserable existence. To bring the nation
and society out of this impasse, out of
the state of decay and poverty, the people
had to give birth to a chieftain, a leader
bestowed with extraordinary faculties and
selected by the very nature and history.
In a word it should have been a man with
prophetic vision, angelic purity in thoughts
and a lion’s courage in deeds”, - said N.
Nazarbayev [3, p.11].

At present, television faces the
problem of the global level and public
importance. Television is not only a means
of information distribution, but also a
social and political platform of the state.
In order to achieve these goals, we believe
it is necessary to establish academic
institutions, specialized schools and
courses for tele-journalists to improve their
professional level, and also to develop
a theoretical and informative magazine
about the Kazakh television industry. It
is time to establish a creative center for
experienced anchormen, directors and
videographers, where they could share
their experience with young professionals
[4; p.29].

In conclusion, it should be noted
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O3ipbaikaH akageMusblK YNTTbIK ApaMa TeaTpbl KOWFaH Keneci KomblibiM — «TaMalla OMbIH»
(«BoxkecTBEHHAs urpar) aTHO-MIO3MKII pexxmccep MunKanblm MMKanbiNOBTbIH 63iHAIK KonTaH6acbkiH 6ingipeai.
OfbI3ablH 6uneyuwinepi apacblHAarbl KAKTbIFbICTbI, 9N1€YMETTIK Macenenepai naacTuKanblK bipFaKTa KOPCETKEH
YbIMHbIH, ata/iFaH CreKTakbiiH GopMachiH KeNicTi TanKaHAbIFbIH epeKLue aTtan eTKeH.

TeaTpTaHywbl AKkyTHsa PecnybnmkacbiHblH, [1.A.OMyHCKUI aTbiHaaFbl Caxa akageMusanbiK ApamMa TeaTpbliHbIH,
penepTtyapblHaarbl «Tunt (Y.LLekcnupgiH «TT AHAPOHUK») aHe Kaman aTbiHAaFbl TaTap MeMneKeTTiK
aKageMusanbIK Apama Teatpbl KepceTkeH «Pudapg lll» TparegusicbiHa Tangay »acangbl. Pumaik TuT AHAPOHMK
NeH OHbIH, Kapcblnactapbl umnepatop CaTypHUH oHe roTTapAblH, KaTbire3 natwanbiMbl TamopaHbIH,
apacbiHAaFbl KanlblNbIKTapAblH TyblHOAy ceb6eb6iH anKblHOaraH. Pexknccep Cepren [NoTanoBTbiH akTepiepmMeH
YYMbIC Xacaybl, cueHorpad Muxaun EropoBTbiH caxHaHbl 6e3eHaipyaeri i3geHicTepi )aH-KaKTbl anTblIFaH.
Con cuaKTbl aFarblHAbINAPAbIH apacbiHAafbl TaKKa TanacTbl 6asHaanTbiH «Pryapa lli» TparegmacbiHa Kacion
Tangay acaraH 3epTreylli 6acTbl ponbaeri ickaHaep XanpyanHHiH OMbIHbIH capananasl. Makanaga
pexuccep Unbrns 3anHunes neH Kotowbl-cypeTili Ceprein CKOMOPOXOBTbIH, WeLWiMiHAE KOMbIIbIM COHbIHAAFbI
Puyapp TarbiHbIH 6ip Xafbl OMbIIFAH XYMbIPTKA NilliHAe 6epinreHiHe exkniH 6epininTi.

LL.AinTMaToBTbIH, «}KaH nuaa» poMaHbIHbIH, YIWiHLI 66MiMiHiH cCaxHanbIK }XYMECiH }acaraH KblpFbl3CTaHHbIH,
«Yyyp» MeMNeKeTTIK }acTap TeaTpbl Aa 3epTTeyLliHiH Ha3apblHaH TbiC KanMaraH. MyH[a ToXiKCTaHAbIK
pexunccep bap3sy A6aypa330KoBTbIH GMNocODUANbIK LWeLliMAEPi, akTepnepaiH, Keninkepnep miHe3aepiH
allyaafbl OMbIH @PHETi KenicTi epinreH. Agam emMipi MEH KacKblp TipLWiniriHiH apacbiHAarbl 6annaHbic
WblFapMaja avKblH KepiHic Tabagbl. CNeKkTaknbae cypeTTenreH ocbiHAan Macenenepai TeaTpTaHyLbl XKiTi
6aKblnan, FbiIbIMW HETi3re TYCipreH.
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Tipek ce3pep: nbeca, Teatp, GECTUBANb, PEXUCCEPNIK WELIM, aKTepniK webepnik, TeaTp CypeTLici,
CaxHanblK XXyne, KepkeMiKk 6enHe, MoaeHneT

CONTINUITY OF THE TURKIC-SPEAKING COUNTRIES' ART

Abstract

There is an analysis of the theatre performances at the international festival <Nauryz» Xll, spentin the

capital of the Republic of Tatarstan in Kazan. The author puts the focus on stage directing of Jonas Vaitkus
«Korkutting kuri». The critic evaluated the rational decision of the stage director, playwright and scenographer,
also the gave an assessment of the acting.

Ethno-musicl — «Divine play» is directed by Mikayil Mikailov at the Azerbaijan state academic national drama
theatre. There is extraordinary style. And it also highlights the performance well-found form, where the theatre
shows the conflict between the rulers of the Oghuz and social problems in the plastic rhythm.

Theater critic analyzes the theatre performance «Tiit» («Titus Andronicus» by William Shakespeare) of the
Drama academic theatre of Sakha by the name of PA.Oyunsky and the play «Richard lll», staged by the Tatar
state academic drama theatre named after G.Kamal.The reviewer determines the cause of the conflict
between Titus Andronicus and his enemies, the Emperor Saturninus and cruel the Queen Tamarai. The author
noted the good work with actors by Sergei Potapov and stage designer Mikhail Yegorov.

There is a professional analysis of acting by starring Iskander Khairullin in the tragedy «Richard llI», which tells
about the struggle for the throne between the brothers. The author liked the final scene decision of the stage
director ligiz Zainiev and scenographer Sergey Skomorohov.

National youth theatre of Kyrgyzstan «Uchur» put on the third part of the novel of Aitmatov «Gan pida»
(«Plaha»).This performance was very interesting due to the stage directiry of Barzu Abdurazzakov. His
philosophical understanding of the topic left a deep impression and contributed to a magnificent game of
actors.In this performance, clearly expressed the connection between human life and wolves.

Key words: play, theatre, festival, stage-directing, acting, scenograph, stage version, image, culture.

NMPEEMCTBEHHOCTb UCKYCCTBA TIOPKOAA3bI4YHbIX CTPAH

AGcTpaKkT

B aTOM Hay4yHOW CTaTbe aHaNM3UPYIOTCA CNEKTAK/IKU, NoKa3aHHble Ha Xl mexayHapogHoM dectuBane
«HaypbI3», npoweglwem B ctonuue Pecnybnuku TatapctaH KasaHu. ABTOp akLEeHTUPYET BHUMaAHWE Ha
pexuccype crnextakns Monaca BaiiTkyca «3aknatne KopkyTar. PaccMaTpuBaloTcs paLyoHanbHoe pelleHne
pexuccepa, gpamaTyprus, cueHorpadus XyaorKHUKa-NocTaHoBLMKa ApTypaca LLiMmoHuca, naetcs oueHKa
aKTEPCKOMY MacTepCTBY.

Cnegyowian nocTaHOBKa — 3THO-MIO3UK «BoXKecTBeHHas urpar» pexxmnccepa Mukanna Mmkamnosa B
Azep6angyKaHCKOM rocyaapCTBEHHOM aKkaAeMMUYECKOM HalMOHaNbHOM ApaMaTuyecKkoMm Teatpe. 10T
CMEKTaK/b OTINYaEeTCs HeOpPAUHaPHLIM NOYEPKOM U cTUNeM. [Tog4epKMBaETCS XOPOLLO HanaeHHas dopma,
KOTopasi pacKpbiBaeT KOHONUKT Mexay npaB1TeNs MU Ory30B U CoLManbHbiMK Npobiemamu yepes
NNacTUYECKUI PUTM.

TeaTpanbHbli KPUTUK aHaANU3UpPYeT TaKKe CcneKTakb «TUKUT» («TUT AHAPOHUK» Y. LLlekcnupa) B NocTaHOBKE
[pamaTtuyecKoro akagemumyeckoro teatpa Caxa um. I. A. OnyHCKoro u cnektaknb «Pudapg lll» B noctaHoBKe
TaTapcKoro rocyaapCTBEHHOIO akajemu4yeckoro Teatpa gpambl M. I. Kamana. Onpeaensietca npuynHa
KOHONUKTa Mexay TMTOM AHAPOHUKOM U €ro MPOTUBHUKaMu: umnepaTopom CaTypHUHOM U ECTOKOM
Koponesou rotoB Tamopon. ABTOp 0TMeYaeT XopoLlyto paboTy ¢ akTepamu pexkmccepa Cepres lNotanosa u
cueHnyeckoe opopMeHune cueHorpada Muxaunna EropoBa.

[Jaetca npodeccnoHanbHbIM aHann3 aKTEPCKOM UIpbl UCNONTHUTENS TaBHOM ponn McKaHaepa XanpynivHa
B Tpareauu «Punyapga lll», rae pacckasbiBaeTcsi 0 60pb6e 3a TPOH MeXay 6paTbsiMu1, aHanuaupyeTcs
perKMccepCcKoe pelleHne Nnbrusa 3aHmesa U XyLoXHWKa-noctaHoBWKKa Cepres CKOMOpoxoBa pUHanbLHOM
CLIeHbI, rie OfHa CTOpOHa TpoHa Pnyapaa nokasbiBaeTcs B popme anua.

[ocypapcTBeHHbIM MonoaexHbln TeaTp Kbiprbi3ctaHa «Y4yp» NocTaBui TPETLIO YacTb pomaHa Y. AlTMaToBa
«[lnaxa». ATOT cneKTakb GbiN OYEHb MHTEPECEH Garofaps XyAoKEeCTBEHHOMY PELLEHUIO TaAXKUKCKOro
pexuccepa bapay Abaypassakosa. Ero punocodpckoe noHMMaHWe TeMbl OCTaBUIIO MMYyBOKUIM cneg v
Ccnoco6CTBOBASIO BENMKONENHOM Urpe aKTepoB. B NoCTaHOBKE SICHO BbiparkKeHa CBA3b MEXKIY YEN0BEYECKOM
KMU3HbIO M XMU3HbIO BOJIKA.

KnoueBble cnoBa: noeca, Teatp, GectvBasb, PEXUCCEPCKOE pelleHne, akTepCKoe MacTepcTBo,
TeaTpasbHbIN XYAOXHWK, MHCLLEHMPOBKA, Xy10XXECTBEHHbIN 06pa3s, KynbTypa.
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OTKeH, 2015 *KblNFbl MayCbiM alblHbIH,
anfallKbl KyHaepi Pecen ®egepaumschl
ywiH ae, OpTanbik A3us engepi ywin ge
Ke3iH[e aFrapTyLblbIKTbIH opaackl 60/1FaH
TaTap eniHiH acTaHackl KasaH KanacbiHAa
TYPKi engepiHiH Xl «Haypbl3» XanblkapanblK
TeaTp pectuBasi 60MbiN 6TKEH 601aTbIH.
byn xonbl la eHepiH opTara canfaH
TYPiK, 83ip6anKaH, caxa, Ka3akK, KbIpfbi3,
TaTap, KbipbIiM TaTapnapsbl, antau, Wwysall,
6alWKypT XanblKTapblHbIH TaMblpbl 6ip TYPKI
Tingec, Tyblc-6ayblp eKeHAiriHe TaFbl 6ip
K63 XeTKi3reHaen 60nablK.

HeriziHeH Tapuxbl 1989 xbinbl
6acTtanfaH 6yn pectmBanbiiH
YMbIMOACTbIPYLLbINbIK-LLblFapMalLlbl/blK
KanHap Kesi — AamaTbl Kanacsl. OgaH
KeuiHri actadeta KbipFbi3cTaH (1990),
ToxikcTaH (1991), 636eKcTaH (1992),
TypKimeHcTaH (1993) engepiHae *anfacblin,
KOoFamblK dopMaLunsanapabiH acepiMmeH 6yn
MOJEHMU Lapa 6ec Xbl/iFa AeNiH TOKTayFa
MoOyp 60nFaH. Ananaa WbiFapmallbiibIK
KaTblHaCTapAblH KaxKeTTiri, Tapuxbl MeH
[iHi, TiNi MEH MoAeHMETI OpTaK enaepain,
pyxaHu 6annaHbICbliH 6ip-6ipiHeH
aXKblpaTtnay NpuHUMNi 6yN YPAICTIH
KaWlTa }aHAaHyblHa anbin Kenai. OHepre
*aHauwblp Kaman atbiHgarbl MeMneKkeTTik
aKaeMUasblK Apama TeaTpbIHbIH
avpekTopsbl Lamunb 3akmMpoBs neH 6ac
perxunccepi Mapcenb CanMmM»XaHOBTbIH,
YCbIHbIC-6acTamacbiMeH aTanfaH «Haypbi3»
dectuBani 1998 xbibl KanTagaH Konfa
anblHbIN, MYHbI Ka3aH KanacbiHAa eTKi3y
Typasbl Kaynbl KabblngaHaabsl. MiHe, cogaH
6epi decTmBanb 63iHiH cTpaTermsablK
YCTaHbIMbIHaH, LiblFapMallblfiblK
KaFuMaacblHaH aXKblparaH emec.

Anpafbl XXapKblH 6MipaeH MO YMIT
KYTTIPETIH, KYH MEH TYHHIH, TEHENYiH
6inaipeTiH Haypbl3 MepeKeci 6apiblK TYPKi
XanblKTapblHa opTaK. [leMek, dectnBanbiH,
ocblflal aTanybl Aa atajnfaH MePEKEHIH
dunocodunanbiKk actapbliHa HerisgenreH

cbiHannbl. Ocbl decTuBanbi 6TKI3yaiH,
OHbl YMbIMAACTbIPYAblH 6acbiHAa TYpFaH
TatapctaH PecnybnmKkacbiHbiH MageHmneT
MWHUCTPI Anpat CnubaraTy/INIMHHIH,
KOHaKTapAbl KYLIaK ¥as Kapcbl asbif,
KOHaKannblblK TaHbITybl KOMLWINIKTI TYPKI
XaNblKTapblHbIH €PTEEH KEfe KaTKaH
[OCTYpiHEH Xxabapaap eTKkeHaen 6onabl.
bByn wapaHbIH TaFbl 6ip epeKweniri —
decTnBanbiiH Kasak eHepiH HacuxaTtTayFa
apHanfaHablFbiHaa. XXI Facbipaa casicu-
3KOHOMMKAIbIK oHe cTpaTernssblk
JamMy[arbl XaHa »ocnapnapbimeH [1],
epeKwe MdeHU YCTaHbIMAapbIMeEH [2]
OYKiNn anemMHiH Ha3apblH 63iHe ayaapbin
OTbIPFaH TAYeNCi3 enfiH eHepi Kimai
60nMachblH ToNFaHablpMaK, Kbl3bIKTbipMan
KOWMachl aHblK. ANTKAHAan-aK, e3re
enpepaid Kasak MageHueTiHe aereH
cymnicneHwiniri pectuBanbiH, alblny
KyHiHAeri KabaH e3€eHiHiH XafacbiHaa
©TKeH «TypaH» GONbKNOPSIbIK-
3THOrpaduUanbliKk aHCaMONiHIH KOHLUEPTIH
KOHaKTap/blH epeKLLe biKbl1acneH
KabblngaraHblHaH 6avKanabl.
HoHe dpectrBanb WbIMbIAbIFbIHbIH
2ye30BTiKTepdiH «<KOPKbITTbIH Kepi»
CcneKTaiMeH alblybl a Ken onfbl
aHfapTCca Kepek.

M.9ye30B aTblHAaFbl akageMUSSbIK
[Jpama TeaTpblHbIH CaxHacblHa JInTBagaH
apHaiibl WaKbIpTbinFaH MoHac BalTKyCTbIH,
pexxuccypacbiMeH WbiKKaH (2014),
aHa popmaa, Mynagem earelle Typae
OpNEHreH aHbl3-AacTaHHbIH MpemMbepasaH-
aK Ka3aK KepepMeHiHe acepi epeKlle
6onabl. MyHaa pexuccepapamatyprri
[le CreKTaK/bre KatblCTblpy apKbl/ibl eKi
OHepAiH: KWHO MEH TeaTpAbIHKUCbIHAbI
6alnaHbICbIH }acaFaH. 9KpaHga, AFHN
KepepMeHHiH Ke3 anablHaa eMxaHagda
YaTKaH ApaMaTtypriblH, XKYpPEriHeH, XaH
JYHWeCiHeH, On-nambIMblHaH, 6TKEHTe
[lereH Ke3KapacblHaH Tapuxu com 6enHe
TyblHOAWbI.
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KonbinbiM 6actanFaHaarbl *ofapblgaH
TYCipinreH KanblK-6ecik KOPKbIT CbiHAbI
V/1bl TYIF@HbIH, IYHUEre KEeNreHiH
anFaKTanTbIH ceKinai. Opi MyHbl eKiHLWi
*afFblHaH — KOPKbITTbIH, XenMasaMeH
EepYMbIKTbI i34€en, akblpbl 61iMCi3 eMipaiH,
60/IManTbIHbIH TYCIHTEHHEH KEWiHri TyFaH
epiHe KanTa opany caTi Aen Te anTa
anambi3 (9pi ocbl KanblK-OECIKTIH puHaga
YKOFapblfa KeTepinin KeTyi crneKkTaK/b
KOMMO3MLMSAChIHbIH CayaTTblbIFbIH
6arKaTanbl). OgaH api KOpKbIT:

...Tonblpak 6asfaHbIin,

Kapa ¥epai cy angpl:

EKi asaKTbl, yMblp 6acCTbIHbIH

3ope-KyTbiH yLWbIpbIm,

Canbin TyabiM blnaHab!

MeH KenreH CoH,

CecKeHfi me,

Ec Kepai Me, — 3aTbIMAbI:

«KopKbIT» KOMAabl En atbiMapbl... [3, 9
6.],-

[en exkniHaenai. PexxuccepaiH
MHTepnpeTayusicbiHAa oCbllailia binaH,
casbin, 6UIKTEH TYCKEeH KOPKbIT GYTiHTi
ypnak YLWiH MOHriNiK 6UiKTe aereH onablH,
capblHbl 6ap.

MyHaan pexuccepnik wewimai
aneMfiK TeaTp caxHanapblHaH Ke3gecTipe
anambl3. bipaK anfalu pet xysgaecin
OTbIPFaH Ka3aKk KepepMeHi YLWiH MyHaan
TY}KbIPbIM TbIH, }aHalblK caHanaabl. byn
¥OeHiHae aaebueTlli, akbiH [laynetbexk
bantypcbiHynbl:«bi3 Ken Kafnanaa
peanucTik 6afFbiTTarbl KOWbIIbIMAAPAbIH,
i3iHe Tycin anbin HaKTbl HOpcenepai
i3genmis. An MblHay KoMblnbiMaa 6ip
KepreHae TyCciHOen KanaTblHaan KYHIipT
Hopcenep 6on KepceTteai. MoOaepHUCTIK
aHa/lblKTapfa KaJlaM KOWFaH XyMb6aKTbl
afganaa anTbliaTblH TeaTpAblH AblObICChI3
«Tini» 6ap. OHbl K63IHMEH Kepin KeHiniHMeH
OKWUCbIH, alTblIMafaH oHriMEHi eCTUCIH,
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KoMblIMaraH AYHUEHI KepecCiH...» [4], —
[en KONbIbIMHbIH, aHallblNAblFbIHa
Ha3ap ayaapagbl. Puaocopus MeH
[1CUX0JIOrMSIHBbIHAYbIP KYMIi, pyXxaHUaT
neH MOAEHUETTIH TOFbICbI, MO3TMKA MEH
M1aCcTUKaHbIH blpFaFbl 6ap CreKTak/b/iH
pacbIMEH e 63 KOPEPMEHIH MYNAEM
e3relle Kymre TycipreHi 6yn — WblHAbIK.

CneKTaKNbae «eMip MEH eniM eria»
YFbIMbIHbIH aCTapblH ©63i eMip cypreH
aayipae (VII-VIII £.£.) TepeHHeH 6onxKan
6inreH KopKbITTbIH 6eMHeci e3relle
$popmaga KecKiHaeninTi. byn o6pasabiH
akasiFa Kapcblblfbl, eMipre JereH aca
KyLUTapnblFbl 6i3re aHbl3 apKblibl MaiM.
An, cneKkTaKknbaeri ocbl 6acTbl KENINKEPAIH,
6acblHOaFbl Xan eTe ayblp. OKeCi MeH
leweci ge, anblpbliMac caHaraH 4OCbl
[a, Maxab6aTblH YCbIHbIM, CE3IMHIH 6an
WbIpbIHbIHAH GaKbIT TaNKaH KeHingec Te
Oy YLWLiH XaH 6epe anmanibl ekeH. byn —
9pUHEe agam eMipiHAeri akMKaT Xofbl.

Hannbl KOpKbIT — OWLbIA,
¢dunocod,Ko6bI3Lbl,KYHLLI, aKblH,Kblpay,
coyeren, 6aKkcbl 60/1FaH Tapuxu TyNifFa.
KemeHrep »asyubl Myxtap dye30B:«...
Axkangbl TOKTaTy MyMKiH eMecCTiriH
MOWbIHAAFbICbI KenmereH KopKbIT ATa
ypTTaH 6e3in, anganara, TaburaT asacbiHa
KeTteqi, 6ipak Taynap [a, *asblKTap aa,
OopMaHgap Aa ofaH eniM KyTin TypFaHbIH
anTaabl. CogaH KOpKbIN, WbipFangaH
anfallKbl KOObI3/bl Xacar, Xep 6eTiHae
OipiHWI 60nbIN KYW TapTaabl. Cewnrin,
enMeyaiH amanblH eHepaeH Tabaabl» [5,
149 6.], — Aen TYKbIpbIM XacafaH. [leMek,
KOPKbIT — MO/ WbIFapMaLllblnblK KabineTke
neeHep agambl. MyHbl CNEKTaK/IbAIH
XyWeni KypblibIMbIHaH Aa, akTepik
OWblHAAp/AaH [la aHFapa anambi3.

bacTbl ponbaeri TanaHTTbl aktep AdynbiFa
Axkmornga KopkblTTbiH Kyaanfa gerex
Hapasbl/iblFbIH, MOHTINIK eMipdi kanayaaH
TyblH@FaH OKiHilliH AayCbIHbIH dPTYP/II
nipimaep esrepiciHge 6epegi. Keninkepait
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CapblH Kbi3Fa JereH cesiMi, aHblH
cypafaH Axan MeH 93ipeMninre Kapcblblfbl,
©3i YWiH XaHblH 6epyre KenicnereH aKeci
MeH aHacblHa, Jocbkl Panin meH KeHingeci
HunKere gereH exkneci aktep oMblHbIHAA
HaHbIMAbI LWTPUXTAPMEH OPINTeH.

[O.AKMOnaaHblH 9pO6ip KUMbIbIHAA
KOPKbIT TapuxblH TY6eremni saeptrereHi
6ankanaabl. OHblH OMbIHbI KEPKEMAIK
yneae gamu oTblpbIn, KYW aTacbiHbIH
TepeH, puiocopumsicbiH Hacuxatranbl.
AnfawbliHaa KyaaMeH allblK ankacka
TyckeHaewn TenciHreH KopkbiT — . AKMonaa
AXKan MeH 93ipenin KenrexH catreH 6acrtan
OipTe-6ipTe 6YPbIHFbI apblHbIHAH ax<blpan,
TafablpFa MOMbIHCYHFaH Tapi3ai. Ocbl
KepiHicTepae akTepaiH 6eT KyObinybl,
Ke3iHAeri YMIT NeH KYAIKTiH, YLWKbIHbI,
eKniHgereH gaycblHblH 6aceHaeyi
aHFapbliagbl.

Hannbl atTanfaH cneKTaK/b }apblK
Kepreni KepepMeHHEH e, Kacioun
MamaHZaphaH Aa *ofapbl 6arara namblK
gen TaHbinFaH [.AKMonaaHblH ce3i ae, ic-
KWUMbIibl @ KUCbIHAbI YHNecin, com o6pa3
TyblHA@FaH. AKTEepP OMbIHbIH TeaTpTaHYLLbl-
FanbiM [ynHap *ymacenitosa: «...
EamMHornacHo BcemMu, Gblla oTMeYeHa
urpa aktepa [.AKmonabl B o6pase
KopkKbITa, KOTOpbIM CMOI NpeacTaTb nepeq
3PUTENAMU HACTOALWMM PUTYaNbHbIM
aKTEPOM € 0CcO60M NPUPOAOH U CTOCOOBOM
aKTEePCKOro cyllecTBoBaHus» [6, 9 6.], —
faen 6arananabl. Jemek, opblHAaYyLWbIHbIH
Ta/laHTbl MEH WblFapMallblblK i30€eHiCi
©63apa ynnecim TankaH.

AKTepnik aHcamb6nbaeri e3re ge
opblHAaylWblinap KOpKbIT 6ENMHECIHIH,
OMiKTE KepiHyiHe aT canbICbINTbl. AXKaniblH
KECKIiHI — canKblHKaH/bl, XXaHbIHAbI
CyblpbIN anapaan cyblK. OcbiHaan 6eT-
NiliH MEH KaTan MiHe3/i ycTaHFaH
LWbiHap aHblc6eKoBaHbIH CO3iH y36ew
anTybl Aa KOPKbITTbI ThIFbIPbIKKa Tipenai.
AKTpUCaHbIH 63iH pacbiHAa XaH asfbllTan

yCTaybl, KEMIMKEPIMEH XYMbIC ¥acay Tacili
OW canMarbl ayblp WbIFapMaHblH MaHi

MEH MaHbI3bIH OaH api TEPEHAETKEH.
Hannbl ocbl aH anfblliKa 6epinreH
cayaTTbl TpaKToBKa L.} aHbicOEKOBaHbIH
OyFaH AeWiHri KeninkepnepiHiH KepKkeMaiK
[eHreniHeH anaeKanaa »ofapbl WbiFyblHA
MYMKIHJIK TYFbI3bINThbI.

bynapgaH 6acka ponb opblHAaYyLWbL1ap
IWbIHFbIcOBa (CapbiH apy), b.Typbic
(Kapakorka), 3.KenxkacapoBa (Kamka),
H.*XekeHoBa (HuKe), b.Kantaramn
(6uneywi bek-KahaH), T.6. WweiFapma
meTagopachiHa 63iHAiK YH KOCKaH.

CoHbiH, iwiHae BeKkxaH TypbICTbIH

OWbIHbIH epeKlle alTa anambl3. OHbIH,

posib opbliHAay TaciniH [.banTypcbiHybl
YOFapblgaFbl MakanacbiHaa:«OfFbl3-ATaHbl
OWHan WwoelkKaH bekxkaH TypbICKa Kenep
60/caK, KbiICKa FaHa 6ip COTTiIK KOPIHICTIH,
©3iH[e ecTeH KeTnecten ob6pa3abl
TisepnereH, KantblparaH KannbiMeH
caHaMbI3blH 3KpaHblHa 6aablpanTbin
asbln Kidepair[4], — aen TYKbIpbiIMAANAbI.
LUbIHbIHAG, Kay NeHAeHiH 601MacbiH XKaH
anfblW-a3ipeningid, anablHaa TabaHabllblK
TaHbITa KOtobl eKiTanan. CoHaaw ayblp Kynai
6acTaH KellkeH Kapakoxa — b.Typbic
e3relue WrpmnxTapmMeH GOHUNbIK HoHe
GaKWbIK 6MipAiH canMafblH Tapa3binan
oepai.

Kotouwbl-cypeTii Aptypac LUMMOHUCTIH,
cueHorpagusicbl MeH KWUiM acKusgepi
Keninkepnep emip cyprex gayipai
MeH3enai. KopKbIT 3aMaHbliHAa KMim
VATICiHIH, KaHaan 6onFaHablFbl 6ENricis.
Bipak 6yn xepae KowlLlbl-cLieHorpagThiH
Y/IKEH YKYMbIC }acafFaHbl KepiHin Typ.
Pexuccep MeH cypeTLliHiH TaHgeMi
opi onapAblH KMs 6anblfbl 6apblK
KaTbICYLLUbl KEWINKep/iepAaiH 63iHaiK
MiHe3[epiHe, 8/IeyMETTIK OpblHAapbIHA,
aTKapaTblH KbI3BMETIHE Cal KeNeTiH KOCTIOM
VATICiH cbi3FaH. 9cipece, MYni3ai, Kapa
Knimai Axkan meH éuneyiui bek-KahaHHbiH,
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KOPKbITTbIH KeHinaeci H1MKke meH

LUbipFanabiH KWiMaepi epeKlle HaKblWTa
niwininTi. A.LLMMOHKC CbIPT NilWiHIHEH-aK
oflapblH KiM EKEHAITH aHbIKTan 6eprex.

OcblHOan Kypaeni, pyxaHu
MaHbI34blbIFbl YXOFapbl, agamMTaHy,
JYHUETAHY }KoHe eMipTaHy KaFmaanapbiH
TEPEHHEH TYCiHAIpin 6ePETIH WbiFapMa
TyAbIpFaH INTBaNbIK LWbIFapMallblibIK TOM
Kas3aK TorblpaFblHAaFbl epTepeKTe (aHbl3
60MbIHLWAa) 60/biN 6TKEH OKMUFanapabl
Pr10CcoPUAbIK TEPEHOIKTE KETKI3 .
MyHaa 6apnbiFbl 6ap: Maxabbar, cesim,
KYM KydipeTi, onTMMu3m, 6aTblNablK,
€KiXKY30iNiK, caTKbIHAbIK, T.6. Bynap
acipece, AxanablH, XaKblHAapblHaH KOPKbIT
YLWWIiH }aH cyparaH KepiHiciHae awblnaghbl,
anKblHaanaabl. Ocbl caxHaga emMip MeH
©/1iM apacblHAAFbl MCUXOSIOTUANbIK,
Kyrcapanka Tycegi, 6acbiHa KUbIHObIK
TyFaH coTTe ap6ip agaMHbIH, iLLKi
a/ieMiHAeri cbip allblnagbl.

CoHbIMEH, Kenbip aepekTepae
KbIPbIK *bl/1 eMip cypreH KOpKbITTbIH,
akanMeH amnKachl, efiiMre 6epinmey yLwiH
KOObI3bIH Oip COT TOKTaTNaK, Kyn ToJiFaybl
6asiHaanFaHbIMEH }annbl Agam. Omip.
Tarablp GUNOCOPUACHIH XKbIpanTbIH
CMNeKTaK/bje ApamaTypr NeH pexuccepaiH,
CypeTLli MeH aKTepsiK aHcamMb/bAiH
©3apa ayesfi api KenicTi TaHgemi 6ap.
EHaele i3OeHICTiH TepeHairiMeH, XaH-
FaKTbINbIFbIMEH, LWbIFapMallblibIK
aHcaMO/bJiH Keninkep 60IMbICbIH
aluyFa AereH aca KywTap/blFbIMEH,
KOpPKbIT 6eMHECi apKblbl afaM3aTTblK
KaFnganapibl HacuxaTTtaybIMeH
«KOPKbITTbIH, Kepi» peneptyapaa y3ak
TYPaKTanUTblH Ke3eHiK KOnblbiIMAapabiH
KaTapblHaH OpblH afiaTblHbl aHblK.

Ocbl KOpKbIT TaKbIpbIGbIH 04aH api
anfacTblpfaH 93ipbanKaH akageMUsNbIK
YATTbIK Apama TeaTpbl «Tamalla oMblH»
(<borkecTBEHHAsA Urpa») KOMbINbIMbIMEH
decTMBanb KOHaKTapbliHa TaMalla OWbIH
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KepceTTi. Pexxnccep Mnkanbin Mukansinos
«KOPKbIT aTa KiTabbl» 3N0CbIHbIH, «Anpce
XaH MeH ynbl Byrad xaH Typanbl aH» gen
atanatblH 6ipiHLWI NO3MachbIHbIH HETi3iHae
3THO-MIO3MKJI acanTbl.

LbiFapMaHblH OKUFacbiHaa banbiHAbIP
XaH OFbl3Jap apacblHAafrbl epTejie
KanblNTacKaH A9CTYp O0MbIHLLIA GEKTEPAIH,
6acblH KOCbIM, TOW Kacanabl. On yngapebl
Gapnap YWiH aK waTbIp, Y1aapbl XOK, 6ipak
Kbl3aapbl 6apnapfra Kbi3bl Watblp, an
Gananapbl }OKTap YLUiH Kapa waTblp Tiryai
oynbipaabl. OCbl COHFbINAPAbl TOMEHAETY
YLWiH Kapa KOWAbIH eTiHEH NicipinreH ac
Oepin, onapabl Kapa Kuisre oTblpFbl3aibl.

Poacimre KenreH lnupce xaH e3iHe
¥acanfaH MyHam «<KypMeTKe» allynaHbin,
BaiblHAbIP XaHHbIH, capanbiH TacTan KeTin
Kanagbl. O3iHiH yWMiHAE TOW }KacaFaH o
aKblNabl OMeNiHiH KeHeciMeH awTapabl
TaMaKTaHAblpabl, })XOMapPTTbIKNEH
KanblpbIMAbINbIK Xacanabl. OcblHAaM
*onmeH MapaTtKkaHHaH yn 6epyiH cypangbl.
CenTin, apmMaH-Tineri opbliHAANbIMN,
yibl AyHUere Keneai. OH 6ec acblHaa
GananapMeH orHar }ypreH o/l KEHET 63iHe
atbinfaH banbliHAbIP XaHHbIH, KYTbIPbIHFAH
OyKacblHblH 6acblH Kecin anabl. byfFaH
KaTTbl TaH KanfaH ofbl3 6eri KOpKbIT OHbIH,
atbiH byray (byka) aen atangbl. Ceunrin,
OFbl3aapAblH, A9CTYPi 6OMbIHLILIA OKECI
y/blHa Mypa 6enin oHe ofaH 6eKTIK
aTafblH 6epegi.

byFaH Kbl3FaHbllINeH KapaFaH
TOHiperiHaerinep KacTtblk olnar, aKeci
MeH 6anacblHblH apacblHa Keficneywinik
TyFbl3agpbl. OnapAablH, «6anaH ceHiH OpHblHa
TanacbIn Xyp» AereH cesiHe ceHreH upce
XaH 6ip KyHAepi aHfa WbIFbIin, byraytbl
*apanangbl. Ocbl coTTepae anfall peT aHfa
WbIKKaH 6anacblH TaFaTcbi3aHa KYTKEH
aHachbl OfFbI3 canTbl 60MbIHWAa byrayTbiH,
amMaH-eceH oparnybl YLiH TOM Xacanabl.
Ananja aHHaH Xanfbl3 63i KANTKaH
ybaKnblHaH ¥XeHAi }ayan ana anmaraH COoH,
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0N 63iHiH KbIPbIK *aybIHrep Kbi3bIMEH Y/1bIH
i3geyre woiFagbl.

Enci3, }aHchI3 }epae KaHra 6erin
}aTKaH 6036anaHblH KacblHa XbI3bIp
nanaa 60nbin, }KapaHbl aHa CyTiHe
apanackaH Tay rynaepiHiH, WolpblHbl Xa3ybl
MYMKiH eKeHiH anTagbl Aa, cCon catre
Fambin 6onaabl. AHa Kenin, 6anacbiH emaen
*Kazagbl, 6ipaK MyHbl KyrneyiHe antnaw
Kynus yctamapl.

Ochbl yaKbITTa KbIpPbIK *acaKLbIChbl
[unpce xaHabl enTipyi }ocnapnan, OHbI
AylinaHaapbiHbIH KONbiHA 6epyai WeWKeH
6onaTblH. MyHbl 6iNlreH XaHHbIH, oneni
YJIblHaH 9KEeCiH KYTKapyabl cypanabl.
byray »anfbl3 63i }ayFa aTTaHbIn, acKkaH
OaTbIpNbIFBIMEH KEHICKe XeTeai. bipak
6anacblH TaHbIMaFaH upce XaH 63iH
caTKaH XeHeTTepeH Xac XiritneH
llaMKacKa WbIFyabl, erep XeHce 60CTaHabIK
6epynepiH cypanabl. Onap Keniceai.
Ananja ¥ac XKiriT aKkeciMmeH eMec, OHblH,
onachbli3 KbIPbIK }acafFbIMEH LanNKachblmn,
KebiH enTipeai, KenbipiH TYTKbIHFa anajbl.
CewTin, oKeciH ¥ay KonblHaH 60caTtajbl.

KbI3FaHblll, CaTKbIHAbIK TOpi3Ai
ajlamM/blK KaCUeTTEH TbIC MiHE3EP apPKbl/bl
epineTiH ocblHAAM LWbITbIpMaH OKUFanapabl
riacTuKasablK apfieymeH 6eaepnerex
OpblHAayLWblNapAblH eHepi e3relle acep
Kanabipabl. Buaanu lacaHos (O3aH
aKe), Hurap lN'ynbaxmegoBa (O3aH aHa),
MNapBn3 Mammagpsaes (O3aH yn), Hoepy3
Hospy3anyablH (KyT) webep oMblHaaPbI,
rnaacTuKasblK UKEMAINIri, aH opblHAayaafbl
epeKLle aaybicTapbl 63iHAIK KyaTbl 6ap
KOPKEM [YHUE ¥Kacayra barbiTTanfaH.
CaxHapa 6ip caT Te KUCbIHCbI3 Nnay3ara
HeMece aCepcCi3 KMMbII-KO3FasbICKa KO/l
6epMereH akTepnepaiH *}yntacTblfbl Aa,
MU3aHcLeHachl Aa eTe YTbiMAbl WbIKTb.

Ponb opblHaayLbnapablH aHbl34blH,
BYEHiH eXXeNri OFbl3 XYPTbIHA ToH, AFHU
9HJi Hemece 6enrini 6ip My3blKanblK
capblHbl TaMaKMNeH Kbipbligan

OpblHAAWTbIH MaKaMMEH XeTKi3yi ae eTe
acepni. Ocipece, naacTuKaHbIH, OHHIH,
AnanortTapAbiH cayaTTbl KyPblibiMbl,
aKTePNiK OMbIHHbIH 63reLe 6ip TapTbibIC
KYLLi @apKblibl aHbl3 aTMocpepachiH
YKacaybl Hafbl3 Web6epniKTi TaHbITThI.
basHaaywbinap KonblibIMHbIH OKWUFACbIH
Oipae aTKa WankaHgamn 6ip opbiHaa

bIPFU CEKipreH, eHai 6ipae ninin-6yrinreH
KUMbIJI-KO3FanblCTap 6apblCbiHAa
opblHAaWabl. Kenuwinik onapabiH OCbiHAAM
}aHKeLTi oMblHAapPbIHAH KauTKeHae
SMINAIKTIH canTaHaT KypaTblHbIH iLUTEN
cesin oTblpagbl. annbl 6y Kepae ofbl3-
Hamepne 6asiHOanfaH aneyMeTTiK capbIH
MEH MCUXONOrUANbIK KYH3enicTi 6apblK,
YKaH TOHIMEH XalblKKa eTKi3yLli JoHeKep
— aKTepniK OMbIHHbIH Faan yAriciH
KepreHimMiaai »acblpManmbI3.

CaxHa aa con aHbl3ablH, MOTHBIHE,
1oamMaHblH OKUFacbliHa Kapan
6e3eHaipininTi. Tepaeri yw watbip
apblK apKblfbl TYPJi TYCKE BOsNFaH.

Bbyn BanbliHAbIP XaHHbIH, apblFblHAH
OalKanaTblH 9/IEYMETTIK OpPTaHbIH,
QPTYPAINIriH aHFapTabl. Con CUSAKTHI
M.MunKambl/10B KaHAbl KON KblPbIK }acaKThbl
MacKa apKblbl OMHaTKaH. Xennyiw
(Beep) dopmachiHaarbl YIKEH Kapa TYCTi
afallTbIH 6eTiHe canblHFaH aK TyCTeri
MacKanapAbiH 6eMHecCi HaFbl3 KopKaynap
MEH Kbl3FaHLWaKTapAblH 06pasblHaH
xabap 6epeai. CaxHanblK XMUHaKbIIbIKKA
MYMKIHZIK TYFbI3bIM, 3y/biIMAapabl
LWapTTbl TYpAe 6epyaeri pexuccepaiH, 6yn
LwewiMiHEeH NOrMKaHbIH, i3iH 6anKaablK.

Hannbl caxHaga 6acbl apTbiK ELITEHE
OK. bapnbifbl Aa: cyeHorpapus, aktepnik
OWbIH, ONlapAblH MJ1aCTUKachl, My3bliKa,
T.6. JIOrMKa/ibiK Xyneae aieMi KeniCKeH.
93ipbanKaHabIKTap/blH, CIOXKETi GUMEH,
My3blKaslblK capblHMeH 6asiHaanaTtblH,
YNKeH dprunocodusnbiK oMbl 6apochl
«Tamalla oMblH» CNeKTaKNi TaKblPbINTbIH,
decTuBanbiblH 63iHAIK TEMAaTUKacbIHa
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COMKeC KenyiMeH epeKLeneHsi.

byn canbicTa TYPKi engepinin
TYKMIP-TYKMiPiHEH YXWUHAJIFaH XaHe
Ka3aH/blK eHepcymhep KaybiMFa Kypaeni
KnaccuKanblK Tparegusagad 6actan
KomeAausi, MCUXO0r1sIbIK Apama,
aHbI3Fa HEri3enreH gpama, My3biKaslblK
Komeaus, Tparnkomeans, BepbaTum, 3THO-
MIO3MKJI aHpAapbIiHAaFbl AYHWenepai
Tamalanay MyMKiHAiri Tyabl. COHbIH
ilWiHAe Kerninkepnep MiHe3aepiHiH eTe
KaTblresiriMeH, WneneHiCKeH LWbITbipMaH
OKMFanap Ti36eriHiH NCUXOOTUANbIK,
TYPFblaH aca ayblpblFbIMEH
e3relweneHreH «TmmMt» cnexkTakni 6onabl.

Bunik neH Takka TanacTblH agam3aaT
}apaTblbICbIMEH Bipre emip cypin Kene
aTKaHbl }XoHe 6onallaKTa Ja emMip
CYPETIiHI 6enrini. lemek, 6yn yaT NeH Hacin
TaHOaMaKnbl, }ep MeH yaKbIT TaJifaMain/bl
eKeH. Y.lLlekcnupaiH «kaHabl Tparegus»
Aen atanfaH «TUT AHAPOHUK» NMbecacblHaa
OCbIHAAWM oNUTTEP acKaH 6ip 3y1bIMAbIKTA,
KaTbIre3 KepiHictepae 6asHganaabl.

AKyTra PecnybnnKacbiHbIH,
M.A.OnyHCcKuM aTbiHAaFbl Caxa
aKaJeMUSbIK Apama TeaTpbIHbIH
penepTtyapblHaarbl ochbl (Y.LLUekcnupai
«TUT AHOPOHUK» Tpareaunsicol HeriziHae)
LWblFapMaHblH KOPKeM[IK KypblibiMbl 6TE
*UHaKbl XacanbinTbl. MyHaafFbl 6acThbl
Keninkep — OTaHbIH Kopfayda agan
KbIBMETIMEH, MaTpUOTTbIK, ONTUMMCTIK
KacueTiMeH epeKleneHreH pumMmaik Tut
AHAPOHUK. OcCbl TUT NEH OHbIH, Kapcbinachl,
AFHK OaKTanacbl umnepaTtop CaTypHUH
OHE KeK KanTapyblH HEGIP KUTYPKbI
TOCIIAEPIH Kocnapbl TYpAe iCKe acblpyblH,
webepi, rotTtapabliH (FOT — eXXenri gayipaeri
repmMaH Tamnachl) naTwanbiMbl TaMOpaHbIH,
apachbiHAaFbl KanLbIIbIKTbIH 6acTaybl —
LLEKTEH LWbIKKaH GUNIKKYMapsblK, TakKa
Tanac. Ocbl }onga 6ip-6ipiHiH, 0T6aCbIH
KblHagamn KblpFaH onap akblpbl Ke3aerex
MaKcaTTapblHa XXeTe anMan Takka TUTTIH

116

iHici MapK e 6onaabl. CenTin, aganabik,
9MiNAiK cantaHaT Kypaabl.

LUbITbipMaH OKUFaHbIH, 6apbifbl
caxHagafbl 6ip afbl TOMEH, B6ip Kafbl
¥OFapbl OPHanNacKaHTyrbipaa, FHU acTbl
[la, YCTi e Kbl3y 9peKeTKe Tobl IeHeC-
TebelwikTe eteqi. CueHorpag Muxaun
EropoBTbIH KEPKEMAIK KUSIbIHAAFbI OYN
OpPbIHHbIH MaHbI3bl 30p. KaxkeT Tyctapaa
¥ep acTblHa, 3blHAaHfFa, opfa, i
AeHenepaiH, MeKkeHiHe, T.6. anHanaTblH 6y
e[leH-TyFblp — KaHbl KacanTblH a OPHbI.

AfaMm KONbIMEH XacanaTblH
3y/IbIMAbIK NEH KaTblre3aikTi 6ipae-

Oip wallay weifapmamn, 3CTETUKAIbIK
capblHa 6eaepney pexxuccepaiy,
lwebepniriH 6anKaTaTtbiHbl aHblK. bi3
artajifaH CneKTaK/b/e OCbl aHFapablK.
Kotowbl-pexunccep Cepren lNMotanos
Tpareausiarbl 6acTaH-asK KaHbl
OKWFaHbl }XMHAKbl, MOEHUETTI, 3TUKara
cau KepceTyfliH cayaTTbl }O0JblH TaybIMThbI.
On Kewninkepnepain, 6ipiH-6ipi agycbl3
KecKinereH KepiHictepiHae KyblpluaK-
MaHeKeHaepaiH 6actapbiH, agK-KongapblH
nanganaHagbl. byn 6ip afblHaH — KaHAbl
CNEeKTaK/bAiH TapThICbIH TEPEHAETCE,
EeKiHLWIgEeH — XaHTypLwirepnik KepiHictepai
caxHa 3aHAbl/blFbIHA Cal WapTThbl TYpae
6asiHaanabl. HaKkTbl auTKaHaa, KepepMeH
oenrini wexkcnupTaHywbl A.A.AHUKCTTIH;
«HeTblpHaauaTb YOUUCTB, TPUALATb YeTbipe
Tpyna, Tpu oTPpy6NEHHbIE PYKK, OAMH
OTPE3aHHbIN A3blK — TAKOB UHBEHTapb
yXacoB, HanoMHAWMX 3Ty Tpareauto» [7],
—[lereH cypeTTeyiH Ke3 a/iiblHaH eTKi3eai.
Enpewe C.MNoTanoB cayaTThl WeLiMiMeH
CaxHa eHepiHiH 63iH/iK TananTapblHa can,
3cTEeTUKara 6am KOWbI/bIM TY3reH geyre
Heri3 6ap.

3yNbIMAbIKTbIH, agam 60nbIHaH
TabblNaTblH aCKaH KaTbIre3aiKTiH,
caxHagarbl canMarblH IXKymacenitoBa:
«CueHorpaduryecKoe pelleHre cnexkTaxkns,
XOTS U BbIMSIAEN0 AOBOJIbHO MPOCThLIM U
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NTAKOHMYHbIM, BMECTE C TEM NO3BOJINIO
pexuccepy NosHoOM Mepe A0HecCTH Ao
3pUTENA BECh YXKac U XaoC NPOUCXOASALLENO
Ha CLLeHe, LBETOBOW KONOPUT BblN
pacuBeYeH KPOBaBO-KPACHbIMM MATHAMMW»
[6, 9 6.],— nen Tapasblnanabl. HerisiHeH
Y.lLeKkcnupain Kan WelFrapmacbiHa
60/IMaCbIH WAPTTbl 9Pi HAKTbl TYXbIPbIM
*KacayablH KinTiH Taby oHakn emec. bipak
C.MoTtanoB neH M.EropoBTbIH y3aK
i3flIeHiCiHeH, 3epTTey MeH 3epaeney
6apbICbIHbIH, }aH-XaKTblblFbIHaH
KOPKEMAIK TyTac AYHME }KapblKKa LWbIKTbI.

CnekTtaknb 6actanfaHja-aK 6anKkanfaH
CaTypHWH MeH TUTTIH TaKKa TanacbliHbIH
COHbl XXaKCbl/IbIKKa 9KENIMENTIH aKTepnep
JayblC-ANKLUMSAChIHAAFbI KaTynbl YHI apKblbl
MeH3en oTbipaabl. OnapablH KaTy/bl
KabaKTapbl, TEKe-Tipec ce3aepi 6ipte-bipte
oTKip/ieHe Tyceai. *annbl 6yn KoMbl/ibIMHAH
KaHAbl TpareausiHbl caxHanayibiH
9TUKAaCbIH, aKTEPNIK OMbIHAApAaFbl KyaTt
NMeH KYLUTI, Kerwinik caxHaaarbl cayatTbl
MW3aHCLIEHaHbl aHFapmMay MYMKiH eMec.
boc KeHiCTiKTe, TeK A6HeC TYFbIPAblH,
YCTiHAE (Kenae acTbiHAa) eTeTiH OKUfFaa
9p6ip opbliHAAYLbIHbIH Kbl3yKaHAbl OMbIHbI
KepiHai. ©3apa ewTeCKeH onapabiH
SpPKaMcbICbIHAA TEK BUNiIKKe ne 6oncam
JereH o raHa 6ap. OcblHOaW TPaKTOBKaHbI
YCTaHFaH aKTepsepaiH 6apbifbl Aa con
ONJa XaH anbicbln, }aH bepiceai.

OnapablH OMbiHAAPbIHAH ellKaHaan
aKay, KeMUWIniK, }eTicneywwinik, anciaaix,
CeHimMci3aik 6ankamaablik. KepiciHuwe,
©apnblfbl 6ip MAESHbIH, OPTaK pexuccepnik
MHTEpnpeTauusiHbiH 6afFbITbiHAA KbI3Y 9pi
Lebep OMbIH KBPCETTI.

bunikke Ke3ci3 KymapblKTaH
TyblH@FaH TapTbICTbIH, KYpOaHbl 60/bIM,
TiNiHEH, eKi asifbl MEH €Ki KOJblHaH
anblpblifaH TUTTIH Kbl3bl JTaBUHUSAHBIH,
poniHgeri MpuHa Muxannosa
NCUXONIOTUANBIK KYpaeni 6eMHeHi KenicTi
KecKiHaenai. AKTpucaHblH Ke3iHaeri

KOPKbIHbILW MNEH YPENIiH, YIIKbIHbI, Oy
CYM/JbIKTbl KiIMHIH YacafFaHblH alTa anmam
KWHanybl 6Te HaHbiMAbl. ByaaH 6acka
N.JlykoBueB (TUT AHapoHuK), C.banaHoB
(CatypHuH), A.AMmocoB (baccuaH),
MN.CapoBHMKOB (Mapk), N.lMaBnoBa
(Tamopa), T.6. oMblHAAPbI Aa Xep 6eTiHaeri
aaAPNbIKTbIH WEKCI3AiriH ankbliHaan 6epai.
OnapablH OMblIHbIH: «CTUXMUS XKECTOKOCTH
nepefaHa yepes niacTuKy akTepos,
MW3aHCLIEHbI M TaHLbl MOCTPOEHbI B
POpME KECTKUX FreOMETPUYECKNX DUTYP.
OpraHW4yHO B TKaHb CNEKTaK/s BBEAEHbI
HauMOHaNbHOE AKYTCKOE NecHoneHue ¢
Bblpa3nUTE/IbHbIMW FOPIOBbLIMU MEHUAMMU»
[6, 9 6.],— aen 6arananabl Kaciou
MamaH.Kannol Caxa TeaTpblHbIH, YKbIMbl
Y.LLleKkcnupaiH atanfaH TpareausicbiHbIH,
OKMWFacbIH 6ip AeMMeH, 6ip-6ipimeH
KUCbIHAbI 6afaHbICKaH KepiHicTep
enicinge 6agHaan 6epai.

HerisiHeH Kal TeaTp YKbIMbl 60/IMacCbIH
Oy WhIFapMaHbl caxHanayra Toyekeni
}eTe 6epMenTiH HeMece aca KyLTapiblK
TaHblTa KOMMaKWTLIH. byFaH aca aybIp
TpareausiHblH, CaxHablK KMCbIHAbI NilliMiH
acayblH KUbIHAbIFbI, WbIFapMaaarbl
aH TypLirepnik apeKketrep 6apbiCbiHAa
OWbIH KOPCETYAiH, POb OpblHAAYLbIFA
NCUXONOrUANbIK TYPFblaaH acep eTyi ceben
60nca KepekK. An, MOCTKEHECTIK engep
apacblHa eH anfall caxHanaraH Caxa
Jpama TeaTtpbl OCbl KUbIHAbIKTAPMEH
o6etne-6eT KeninTi. ¥xkbiM XVI Facbipaa
(wamameH 1590 bin) Kas3blaFaHbiMeH
TaKbIPbINTbIK ayKbIMAbUIbIFbI,

WAESbIK 63EKTIiNiri *afFblHaH KYLLIiH
OMMaraHAbIFbIH, KEpiCiHLWE MYHAAFbl OW-
MAEsIHbIH, KaTbIre3iK, asapiblK, KOPKayblK
epLin TypFaH OYriHri aHa Facbipfra Kenin
YKETKeHiriH 6asHaan 6epai.

Ken »kafganaa wbiFapMallbliblK
yXbIMAapAbIH 6ip FaHa KOMbINbIMbI
apKblnbl 0napablH HEri3ri KepKkemMaiK
OafbliTbIH, YCTaHbIMAAPbIH aHbIKTAYy MYMKiH
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emec. byn onapablH pexuccypaaarbl
KeMLIinikTepre, akTepik onbiHaapaarbl
dJICI3liIKKe HeMece calilKbIHKaHAbIIbIKKa
}on 6epyiHe 6annaHbICTbl 60JiCa KepeK.
An, ochbl 6ip paKTypachkl KeNiCTi, KOPHEKTI
aKTepnep eHep KePCETKEH YKbIMHbIH,
6ip FaHa «TMUT» KOMbINbIMbIHAH ONap/biH,
©63iHAIK KonTaHbacbIH, i3AeHiC K83iHiH
ANKbIHAbIFbIH TAHbIFAHAAW 60N4bIK.

Y.lLekcnupaiH keneci «<Puyapg, Ili»
TpareauscbiH caxHanaraH .Kaman
aTbliHAarbl TaTap MeMneKeTTiK
aKaJeMuanblK Apama TeaTpbl Aa
©3/1epiHiH penepTyapsiblK casgcaTbIHbIH
cayatTblblFblH 6aMKaTTbl. BYFiHTi
KYHHIH MaceneciH 6yaaH 6ec Facblp
OypblH-aK Tan 6acbkin TaHblFaH afbl/LWbIH
ApamMaTyprbiHblH epeKLLe TallaHTbIH,
e3reule KontaH6acblH MOMbIHAaAmMay
MYMKiH emec. Cebebi, OHbIH 6ap/iblK
Tpareausanapbl MEH XPOHOIOMMUSIbIK
nbecanapbiHia KaTblre3iKTiH capblHbl OUIK
nagocta 6eaepneHreH. byraH «Pomeo —
kynbeTTtar, «famnet, «<MakbeT», «Koposb
Inp», «OTenno», }orapblga atanfaH
«TUT AHAPOHUK», T.6. NbecanapbiHaa
3Y/IbIMABIKTbIH, WbIPKay OWiKTe cypeTTenyi
ponen. bynapaa Kofam emMipiHae KYHrenaeH
repi KeneHkeni TyctapblH, }aKCbl/blKTaH
repi XXxamMaHAblKTblH, aKTaH repi KapaHblH
canmarbl 6acbiM TypaTbiHbIH Y.LLlekcnnp
allbIn anTaabl.

HeriziHeH «Puyapg llI» TparegusacbiHbIH,
epeKkuweniri — MyHaafbl TaK YLiH
LUIaWKaCTbIH, KaH TericTiH aFalblHAbLIAP
apacblHaa epouTiHairinae. LbiFapma
OKufFacbiHAa Pnyapa aspnbifbIMEH,
€KiXy3ainirimeH e3iHiH Tya 6iTTi KEeMICTIri
YLWiH TeHiperiHaerinepaeH ew anabl.

Pexunccep Unbrna 3anHneB neH
KotoLbl-cypeTwi Ceprert CKOMOPOXOBTbIH,
lewimiHge caxHa 60C KEHICTIKTI KypafaH.
Ochbl caxHaHblH, EKi }aFblHAA KOPONbAiK
capanibl, eHai 6ipae WwhiFapMa MaesiCbiHbIH,
ayblp/blFblH 6anKaTaTbiH TEMIP Kypcay faHa
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Typ. Co CUSAKTbI KOMbINbIMHbIH COHbIHA
Kapan KesfereH MaKkcartblHa XeTin,
KOpOoJib aTaHFaH PnyapablH, OTbipaTblH Tafbl
Oip »afbl OMblJIFAH XXYMbIPTKa NilliHAe
6epininTi. By cypeTLWiHiH Kbl3bIKTbl 9pi
acTap/ibl OMblH 6arKaTaabl. AFHU, O6yN

— anjafbl yakblTTa KeMNKe y3amamnTbIH,
6o/1allafbl XOK, ¥apblnranbl TYypFaH asci3
Tak.

CneKtaknbae 6apiblK eKniH MeH
KOPKEMJAIK ayankepuwijik Pruyapg
poniHaeri ckanaep Xanpyninure
XYKTeNreH. AKTep oMblHbl KOPOJIbAIK
capanaarbl anaybl3blK neH
OWNIKKYMap/bIKTbIH, ONacbl34blK NeH
0306bIPNbIKTbIH ayblp atMocgepachiH
TyablpAbl. OHbIH, KYObIIFAH MUMUKACHI,
Oipae }apkKblparaH, eHAi 6ipae KekeciHai
KynimaereHae 6anKanaTtbiH CYPbIKCbI3
YaHapbl KENINKEP MiHE3iHe cal KeNreH.
HKannbl 6ip 63i 6YKiN 3y1biMAbIKTbl 60MbIHA
apKkanaraH Pnyapg — N.XanpynnuH aBtop
naescblHOarbl TaKKa TanacTblH agam3ar
6anacblHa XaKCblblK OKENTMEUTIHIH
LUblIHaMbl OMbIHBIMEH CypeTTen 6epai.
«Puyapg lll» Tapiaai ayblp TybIHAbI
PU3MKa/bIK KYLW, NMCUXOJIOMMATLIK KYU3ENicC
YaFblHaH anfaHaa apuHe eTe Kypaeni.
Ananpa N.3anHneBTiH KonTaHobachl
Puyaparbl ipi purypa neHreniHe KetepreH.

[JereHmeH 6acTbl KeninkepaiH, biI3acblH
TYObIPYLIbl HEMECE OHbIH, WbITbIPMaH
OKUWFanapfa Ty34blK 60n1aTbliH 6TKIp
annacblH oflaH opi AaMbITylLbl ©3r€e
aKTepnepaiH Kombl/ibiIMFa aca eHe
a/iMayblH, NapTHepPliK KapbiM-KaTblHACTbIH,
HaHbIMCbI3bIFblH 6aiKamay MYMKiH
emec. KonbinbiMaarbl 6apiblK YK TEK
N. XanpynnmHre )yKTenreH geyimia
COH/IbIKTaH.

PenepTtyapbiHaarbl «<MeKKere Kapan
y3aK }oJ», «TapTiod», «Ynyy YpKyHOO0»

(«Bo Bpema Bennkoro ncxogar) tapiaai on
canMafFbl ayblp KOPKEM LiblFapmasiapbiMeH,
TanaHTTbl }acTapfaH KypanfaH
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aKTepsiiKk aHcaMbNiMeH epeKluLeneHeTiH
KbIpFbI3CTaHHbIH «Y4yp» MeMneKeTTiK
*KacTtap Teatpbl L.ARTMaTOBTbIH, «KaH
nuaa» pOMaHbIHbIH YLWiHLWI 66/iMiH
«Knsimat» gereH TakblpbIMneH caxHara
NanblKTan wWhifapbinTbl. CaxHanblK XYHECIH
TYCIPreH »aHe KOMLWbIChl TOXIKCTaHAbIK
pexunccep bap3y A6aypa330KoB.

OKuFachl ep WwapblHbIH, 6eMHeci Topi3ai
JeHreneHin, iwiHe TonbipaK TONTbIPbISIFaH
KEHICTIKTE OTETIH CNeKTaK/bae
Apam. Tonblpak. OMip punocodusacsl
basap6anblH ¥aybl3blfbl apKbl/ibl
oepineni. MyHaafFbl onnamaraH xepaeH
KacKblp/blH anaHbiHaH 66NTipiKTepiH
aNblN KETKEeH nacblK onnbl basapbanabiH
MaKcaTtbl — KYLWiKTepAi caTbin 6ato KaHe
OHJa Ty3 TafbICblH aflamfa Tayenai ety
npuHumni ge 6ap. MyHbl aBTop: «..EHAI
OyN KYWiKkTepai on catabl. KywikrepaiH,
cayfachbl Xypin TypFaHbiHa 0/1 964€eH
ceHimai. bbinTblp 6ip WONaH ocbIHAaN
ysinac 6enTipikTepai 3oonorus 6asbiHa
caTblM, 9pKancbICbiHa €y COMHaH akKlla
ybicTaraH»[8, 227 6.], — Aen cypeTTenai.
HKa3bIKCbI3 66NTIPIKTEP KO3iHE Kbl3blabl-
*acbinabl KbiMbaT KaFas 60/bIN KepiHreH
Keyleci KybIC NeHAe 63iHiH )acaFaH
3yNbIMAbIFbIHAH 63renepre KUSHaT KenepiH
oinmenai, 6ince ae e3iMLWLINAIT OHbIH TEPEH,
OoWnaHyblHa MYMKIHAIK 6epmenai.

AKKypaTKa MeH TaclwanHapablH,
OONTIPIiKTEPIH 63 MEKEHiIHe KanTapyabl
oTiHreH BOCTOHHbIH, Ce3iHe Ky/laK acnafaH
O/ KepiciHwe OHbIH 63iH KiHananabl. «CeH
KacCKblpblH CaHbl Ke6ewnin, agamMm MeH
Masnfa 3usiHbl TUCIH Aen TYPCblH» Aenfi OJl.
CoBx03/blH MaJl }Xanbl/bIMbl YLiH TayFa
epMefien WhIFbIM, Wypanibl MEKEH i3aereH
BOCTOHHbIH, KacblHAaFbl 4OCbI ApHa3apaaH
Kanblga anblpblfibin KajFaHbl Aa 3aibiM
bazap6al yLwiH TanTblpMac aifak 6onagbl.
«CeHiH Ke3aereHiH — ageni Ky3aaH
KynaTtbin, ApHa3apablH, oneni [ynymKaHra
yHneHy» fen e3iHiH, apam OoMblH oaH api

HaKTblNayfFa TbipbiCabl.

An, BOCTOHHbIH, WblIFapMaaaFbl OPHbI
TinTi 6acka, on — basap6anra Kapama-
Kapchbl anblHFaH Keninkep. *aH ayHueci
Ta3a 0N Ty3 TafFbICblHbIH agam3ar 6anachl
CUSIKTbI ©3 yprafbl YLWiH XaH 6epyre AanbliH
E€KeHiH 6inegi, TyciHei. «...MeHiH TypaKThbl
epiMm, TYpaKTbl }aknaybiM 605ca, con
YePAiH KoXachl, 9pi XYMbICKepi 63im
6oncaMm, 0N XKepai MeH KyTin ycTanMblH Aa
OKiIMETKe BHiM »KocnapblH 6YpbIHFblAaH
Y3 ece apTblK 6epeMiH. A Tinerim ochbl
FaHa»[8, 261 6.], — nenai on.Tek agan
eHberiMeH FaHa eMip CYPETIH XKIiriT aFachbl
aybln ipreciHe Kenin, TYHiMeH 3ap/ibl YHMEH
YNUTbIH AKKYPTKaHbI asn, 6enTipikTepiH
KaWTKeHae KanTapyra Tblipbicaibl. Ananaa
Oyl MaKcaTbl Xy3ere acnam, akblpbl 63iHiH,
6anacblH 63i aTtbin anbif, OPHbI TONIMAC
KawnfblFa Tan 6onajbl.

Pexuccep wewimimeH geHreneHe
OTbIpFaH KaTblCyLlblNap WblFapma XKeniciHe
KapaKn Ke3eKTece OTbIpbIn, 63apa TapTbiCKa
Tycefi. OpKancbICbl 63 KEUIMKEPIHIH,
6acblHaH 6TKEH OKUFaHbl 6asHAANTbIH
onap bocTtoH MeH 3pHa3apabiH, bazapban
MeH ['YNYMKaHHBbIH, TaFablPblH CYpeTTeEn .
Aktepnep: U.Kanmypatos (BoCTOH),
H.KaHxurut (bazapban), A.bonopbekyyny
(OpHaszap), N.TokToKoxoeBa (I'ynyMmKaH),
A.HonnoHkynosa (Ap3biryn), b.AcaHoBa
(KeK TypcblH), T.6. aBTOpAbIH Aa
KbIBMETIH aTKapbIn, NPo3aHblH, TapTbICThl
OKWFacblH 6asgHaan oTblpadbl. OnapabiH
©e3apa aunanorbl Kbl3y apeKeTTepMeH
6annaHbicbIn, basap6an MeH BOCTOHHbIH,
apacbliHAaFbl TapTbICTbI avllbIKTan 6epeai.

Hannbl «Yqyp» TeaTpbIHbIH
i3aeHiMnasablfblH, OYTiHM KYHHIH ©3€eKTi
MoacenenepiH KaMTUTbIH CMEKTaK/IbepPiH
xalblKapanblK decTnBanbiapiaH,
racTpo/ib/jiKk KOnblbIMAapblHaH HeMece
apHanbl WaKblpTynapaaH 6ankan xypmis.
OnapablH penepTyapbl KEPEPMEHHIH,
NCUXOJSIOTUSACBIH OATaTbIH, CaHa-ce3iMiHe
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e3relue acep eTeTiH GUN0CODUANBIK
KoWblnbiMaapFa 6an. Kasipri yakblTrta
KOFaM/blK-agaMablK, 9N1€yMeTTIK-
MOpanbAblK TaKblpbINTapaaH O KO3FanTbIH
OV VKbIM 634EPiHIH }aCTbIK KapPKbIHbIMEH,
KepKeMAiK i3AeHICTEpPIHIH XKaH-
aKTbINbIFbIMEH KOMNTErEH anblC-*KaKblH
LeT engepre ae TaHbiMan. TyblCKaH TaTap
¥epiHae e coTTi eHep KePCETKEH TeaTpFa
KenwiNniKTiH, biIKblnackl e3reLue 60nabl.
EHaewe «9nemMHiH, AUTMaTOBbIHbIH» Kypaeni
LWblFapMacblH KapanahbiM FaHa popmaaa,
bipak meTadopasnblK capbliHaa 6asgHaaraH
VXbIMFa anjafbl yakblTTa CoTTiNiK TienMis.
OcbiHgan Y.lekecnup, LL.AnTmaTos,
NpaH-Fanbin Topi3ai anem sgebueTiHae
MaHbI34bl OPHbI 6ap aBTOPNapAbiH
KOPKEM LLblFapManapbl opTara calblHFaH
decTtMBanbia Koramra, emMipre, agamra
KaTbICTbl TEPEH OWSlapAbl HacuxaTTayaaH
TyblHAAFaH TYPJi KOPKEMAIK LWelliMaepait,

9peo6uerTep:

Kyaci 60napblK. EH 6acTbicbl, ©3reLe
peXxuccepik MHTepnpeTaymsnap, KenicTi
aKTepniK onbiHAApP OYriHri })ahaHablK
TeaTp eHepiHiH KapKblHbl AaMy 6afbITbiH
aHFapTKaHaan 60abl. BYriHri yaKbITTbIH
CypaHbICbl MEH TanabblHa can HaKTbl
TYXKbIPbIMAAP, KanbiNTackaH AacTyphi
CcypneyaiH xaHa 6arbITKa KapaMn
OWbICKAHbI amnbl WhiFapMallbliblK
KUANObIH WeKapachl 60/IManTblHAbIFbIH
lonengereHaen 6onabl.

CoHbIMeH, dpecTuBanb
KOMblNbIMAApbIHAH TYPKIi XanblKTapblHbIH
aybl3 aebueTiHAEeri TaMblpnacTbIKThl,
MeHTaAAbIKGIPNIKTI, Tin MEH co3
KYPbl1bIMbIHAAFbl YKCACTbIKTbl aHFapblK.
EHaelwe TaMblpbl 6ip engepre optak Tek
eHepi MeH MaeHMNeTi FaHa emMec, onap/blH
TYbICKaHAbIFbl MEH GayblpManabifbl Aen
oinemis.
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KAMARSULU IBRAYEVA
(Almaty, Kazakhstan)

NATIONAL MUSIC ART AS A FACTOR IN THE FORMATION OF CREATIVE INTELLECTUAL PERSONALITY
OF AN INNOVATIVE TEACHER

Abstract

While educating students as socially active members of the society being responsible for development

and preservation of the ethnicity’s spiritual values and possessing high cultural skills of interethnic
communications, able to build a constructive dialogue with representatives of other cultures, it makes it
important to add to their intellectual development by means of the national culture, in particular, folk music
art. The emotional and aesthetic influence of the folk music effectively brings intellectual load thus adding to
development of one’s spiritual values system. The listeners gain aesthetic experience and at the same time
intellectual development of their personalities.

The article determines contents of the Kazakh folk music art (peculiarities, functions, classifications, etc.) and
its opportunities for the students’ intellectual development. The authors have established recommendations
on the practical use of folk music art materials for the sake of pedagogical university students’ intellectual
development.

Key words: national music art, intellectual development, prospective music teacher.

HALIMOHAJIbHOE MY3bIKAJIbHOE UCKYCCTBO KAK ®AKTOP ®OPMUPOBAHUSI TBOPYECKOM
MHTE/UIEKTYAJIbHOW INYHOCTHU YYUTENSA HOBOW ®OPMALIUK

AGcTpakT

O6pa30oBaHue BbICTYNaeT BEAYLIMM KyNbTyPHbIM MHCTUTYTOM Pa3BUTHUA Ka3axCTaHCKOro o6LLecTBa,
onpeaensoWmnm Ka4ecTBo raBHoro B XXI B. reocTpaTterMyeckoro pecypca — MHTENNEKTYalbHOro NoTeHUMana
CTpaHbl. HalMoHanbHoOe My3blKasibHOE UCKYCCTBO KaK rapaHT COXpaHeHWUsa TPaauLMOHHbIX YCTOEB 06LLECTBA
CMOCOGCTBYET LieneHanpaBieHHOMY BO3AENCTBUIO Ha GOPMUPYIOLLYIOCS IMYHOCTb MOCPEACTBOM «A3bIKa»
4enoBEeYECKUX YYBCTB, C/IOKHOCTU U YTOHYEHHOCTHU BbIParKEHUS, YTO HANPSMYIO CBS3aHO C MHTENNEKTYaNIbHbIM
pa3BUTMEM YYUTENS HOBOW dopmaLMKn. ITO 06YCNOBIEHO TEM, HTO AMOLIMOHAIbHO-3CTETUYECKOE BO3AENCTBME
HaPOAHOW MY3blKU OGBEKTUBHO HECET MHTENNEKTYaASIbHYIO Harpy3Ky, cnoco6eTByst GOPMUPOBaHUIO
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CUCTEMbI JyXOBHO-HPaBCTBEHHbIX LIEHHOCTEN. MTPOMCXOANT ICTETUHECKOE NEPEMBaHKE 1, OIHOBPEMEHHO,
WHTENNEKTyanbHOe pasBuTMe NnYHocTH. MpoLiecc GopMUMPOBaHMA IMOLIMOHANLHOM cdhepbl CTyaeHTa

onunpaeTca Ha B3anMoOCBA3b MOPalibHbIX N 3CTETUHECKNX OLLEHOK, YTO NO3BOMIAET NPaKTNYECKN UCMOJIb30BaTb

HapoAHOE My3blKallbHOE TBOPYECTBO KaK negarorM4ecKkoe cpeactBo B MHTENNEKTya/lbHOM Pa3BUTUN
JINYHOCTH, OCMbICNIEHNN B3aNUMOCBA3U KyNbTyp Pa3HbIX HapoaoB.
KnioueBble cnoBa: HallMoHaNbHOE My3blKallbHOE UCKYCCTBO, MHTENNEKTYaNlbHOE pa3Butue, 6yayLunmn

y4yuTenb My3blKN.

¥TTbIK MY3bIKAJIbIK OHEP - 3XAHA FACBIPAAbIH WbIFAPMALLbUT UHTEJIEKTYANIAbI M¥FAJZTIM

T¥JIFACbIHbIH AAMY K¥PAJbl

AGcTpakr

Enimizge eckeneH ypnakTbl Xannblafgam3aTTblK KYHAbUIbIKTap MeH eMipdiH, KapananblM akuKaTbl HerisiHae,
ypnaKTaH yprnakKa mupac 6onfaH yATTblK pyxaHU-MaaeHU mypanap MeH 6afFa XeTrnec Xanblk AaHanbliKTapbl
yarinepiHge Topoueney Maceneci Konfa anblHbiN OTbIPFaHbl MM, XablK 6HEPI, COHbIH, ilWiHAE XanblKTbIH,
My3bIKanblK LblFapMallblblFblHbIH TOMIMAIK HEri3i, MoHi MeH Ma3MyHbl CTYAEHT »KacTapablH, MHTeNNeKTyanapl
NaMyblHbIH XETiNgipyae MaHbl3abl KypangapablH 6ipi 60nbin Tabbinagbl. OHbl XKYHeni MEHrepy MeH caKray,
OaMbITy MEH eMip XargannapbliHia TUiMAI NnandanaHy CTyaeHT-KacTapablH ata-6aba MmypacbiHa OH, asiibl

Ke3KapacTapblH KanbINTacTbipaabl }aHe )ahaHaaHy arianbiHaa 63iHAIK 60MbICbIH CaKkTan Kany MeH YITTbIK

OHEpPIH faMblITyFa CEeNTIriH Turizeai.

OCbl }YMbICTbIH, K&JIEMiHEri XablK My3blKa 8HEPIHIH MHTENNEeKTyaNabl AaMyblHAAFbl KYHAbIbIK
6arbITTapbIHbIH @HbIKTaYbl; XablK My3blKa @Hepi Ma3MyHbIHbIH CTYAEHT acTap/blH, UHTENNEeKTyaNabl Aamy
TYPFbICbIHAH }YHENeHyi OHbIH TEOPUANbIK MaHbI3AbIbIFbIH AaNenAen i,

Tipek ce3aep: VITThbiK My3blKa eHepi, MHTeNNeKTyanabl Aamy, 6onallaK My3biKa MyFasiMmi.

Research relevance

Education is the leading cultural
institution in the development of the
society in Kazakhstan; it determines a
quality of the main strategic resource
of the XXI century — the country’s
intellectual potential. National art as a
guaranty of preservation of the society’s
traditions helps to focus influence on a
developing personality, by means of the
“language” of human feelings, by means
of complexity and elegance of expression,
which is directly related to the intellectual
development of a new type of teacher. [1,
2]

Analysis of the researched problem
has made it possible to state, that
approaches to the national musical art
shall be renewed, so as to a mean of
intellectual development of the nation in
the spirit of patriotism, civic and national
consciousness; it also has shown, that no
comprehensive scientific viewpoint of the
national art has been elaborated so far;
neither specific methodological framework

of the national art as a factor of creative
122

intellectual development of a new type of
teacher has been substantiated yet.

The objective of this work is to
determine and substantiate content and
capabilities of Kazakh folk music for the
intellectual development of pedagogical
universities’ students in the Republic of
Kazakhstan.

Research methods

The following methods were used in the
process of research: theoretical analysis
and comparison of various scientific
theories and approaches, review of the
state programs and regulatory documents;
questionnaire survey; content analysis;
methods of modeling and planning;
methods of statistical processing;
development of own approaches for
comprehensive understanding of key
concepts; we have elaborated academic
support of educational process oriented at
the intellectual development of pedagogic
universities’ students, by means of folk
music.

Statistical processing of the research
results was carried out using the following
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methods: calculation of the coefficient of
rank correlation (Spearman rho); paired
two-sample t-criterion of Student; two-
sample t-test with equal variance, criterion
[2.]

Research results

Research of genesis and development
tendencies of Kazakh folk music has
proved that it is legitimate to consider it
as a basis for intellectual development
of pedagogical universities’ students.
Analysis of image-bearing and genre
content of Kazakh folk music (instrumental
and songs), as well as of works of music
scholars and experts, specialists in
folklore, music teaching staff, which
consider various performing aspects,
means of musical expression, pedagogical
capabilities, etc., allowed to make a
classification by genre (ceremonial-
household, historical, lyrical, epical, of
social protest), by regional performance
traditions (Western Kazakhstan, Eastern
Kazakhstan, “Arkin”, “Zhetysu”, “Karatau”,
“Syrdarya”, “Mangistau”).

Analysis of the history of development
of written composer’s art in the Republic
(symphonic, opera, chamber-instrumental)
has shown, that such art is based on folk
music traditions, which the composers
comprehended gradually: from citation
to creation of own folk-like themes, from
implementation of folk compositions to
merge of classical European genres with
folk music. Apprehension of the national
musical art in the context of its refraction
in genres and forms of professional
composers’ art and humanistic values of
the XXI century is a significant condition of
students’ intellectual development. [3]

Content and pedagogical capabilities
of Kazakh people’s folk music in the
intellectual development allow to: acquire
modus, intonational and rhythmic
stereotypes, carrying national uniqueness;

form ethno-musical consciousness,
including fascination with folk music,
emotionally valuable experience, style,
evaluation ability and other needs of
ethno-musical activities; develop skills
and habits, determining readiness for
performance and creative activities within
the framework of the national musical
tradition, creative imagination, musical
memory; educate one in the spirit of
interethnic tolerance and respect to the
ethno-musical values of own and other
peoples’; awake emotional sphere, moral
and patriotic qualities of a personality of a
prospective teacher.

Those discrepancies revealed in the
course of analysis, between needs of
pedagogical science and practice in
training of a prospective teacher, carrying a
high level of intellectual development and
insufficiently developed methodological
procedures considering folk music as a
factor of intellectual development of a
new type of teacher, have predetermined
the necessity of creation of methodology
of pedagogical universities’ students
intellectual development by means of
Kazakh folk music. This methodology
contains five units: objective (objectives
and tasks), content (educational
subjects, knowledge, types of activity),
methodological (forms of teaching,
methods of teaching, forms of diagnostics
and control), organizational (intra-
university and external ethno-musical
developing environment), final diagnostic
(components, criteria, indexes, levels and
results). The most important component
of this methodology is the students’
intellectual development model by means
of folk music, made as a unity of needs-
and-motivations, emotional-axiological,
cognitive, and active-creative components,
as well as their criteria, indexes and levels.

Analysis of the curricula of general
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education, basic and major disciplines
studied by the students under the specialty
5B0106 “Music education” has shown
that they possess significant capabilities
for intellectual development by means of
folk music. However, as per the results of
polling the teachers and students, these
disciplines’ capabilities are not used
sufficiently in the process of students’
intellectual development, which requires a
substantiation of pedagogical conditions
and development of new teaching
materials.

Designed teaching materials for
intellectual development of students
by means of folk music provides for the
following:

- Students’ learning of Additions to the
curricula of basic and major disciplines,
including Kazakh folk music;

- Purposeful work within the framework
of the special course of study of “Kazakh
folk music as a mean of pedagogical
universities’ students intellectual
development”, which systemizes and
generalizes students’ knowledge in this
field;

- Activation of the students’ scientific
research activities in ethno-musical
direction, forming independent ethno-
musical mentality;

- Inclusion of students into various
forms of extracurricular work with use of
Kazakh folk music.

We have implemented the methodology
of students’ intellectual development by
means of Kazakh folk music as four stages
of experimental work, commensurate with
years of study in a university - adaptation,
involvement, emergence, actualization and
individualization. [4]

Pilot experimental work was carried
out on the basis of two universities
(Kazakh National Pedagogical University
named after Abay and Kazakh State
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Female Pedagogical University) with
participation of 227 students, out of
which 117 students were assigned to the
experimental group (hereinafter — “EG”),
and 110 - to the control group (hereinafter
- “CG").

With the help of polling in the course
of the observation experiment, levels
of students’ intellectual development
were detected, by means of folk musical
art under all four components (needs-
and-motivations, cognitive, emotional-
axiological, active-creative). Poll results
have shown that the reason of low
intellectual development of students
both in the experimental and in the
control group under all components is
a weak knowledge of contents of folk
music, as well as its capabilities in the
intellectual development of an individual.
Substantiated pedagogical conditions were
introduced in a university’s educational
process, as an experiment oriented at
intellectual development of students by
means of folk music. The control group
studied in the conditions of traditional
educational process.

Levels of students’ intellectual
development by means of folk musical art
were evaluated under four components
(needs-and-motivations, emotional-
axiological, cognitive, active-creative) in
accordance with the logics of the pilot
experimental work. Thus, cognitive and
emotional-axiological components were
evaluated with the help of tests based on
Cattell’'s questionnaire, while independent
experts, i.e. leading music teachers,
instructors and psychologists made
evaluation of development level of active-
creative component.

In the adaptation stage of the
development experiment (vocational
guidance, the first year of studies), the
students were learning the folk music via
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the Additions to the course curriculum of
“Primary Musical Instrument”.

In the involvement stage of the
development experiment (the second
year of studies), intellectual development
of students was carried out via learning
the Additions to the following courses’
curricula: “The History of Kazakh music”,
“Primary Musical Instrument”, “Secondary
Musical Instrument”; as well as the
elective course of “Folklore Instrument”. In
this stage, we have deepened preparation
of teachers for intellectual development
of students by means of folk music (topic
seminars, packages of creative tasks,
elaboration of trainings methodology).

The emergence stage of the
development experiment (the third year
of studies) is aimed at conscious and
purposeful activities for intellectual
development of students via the
Additions to the following courses’
curricula: “Methodology of Musical
Education”, “Primary Musical Instrument”,
“Accompanist Class”, and the elective
course of “Folklore Band”, “Orchestra”, the
special course of “Intellectual development

Table 1

of personality by means of Kazakh folk
music”.

In the actualization and individualization
stage of the development experiment (the
fourth year of studies) we have created
conditions for practical self-actualization
of an individual, for development of self-
evaluation of an individual’s intellectual
development, his or her improvement and
correction — via Additions to the curricula
of major disciplines: “Methodology
of Musical Education” and “Musical
Psychology”.

Throughout all stages of the pilot
experiment work, we have involved the
students into various extracurricular forms
of activities, such as musical lecture-
hall, verbal journal, music hall, literature
and music salon, theatre-like music and
literature soiree, etc.

In the control stage of the experiment,
we have detected the students’
intellectual development levels under
the above-mentioned components, by
second polling. Table 1 shows the levels
(by needs-and-motivations, cognitive,
emotional-axiological, and active-creative

Levels of students’ intellectual development (needs-and-motivations, cognitive, emotional-axiological, and active-creative

components) by means of folk music

Components Stages 1- high 2- middle 3-low
117 110 117 110 117 110
EG CG EG CG EG CG
Needs-and- | Beginning 54 49 63 61
motivations
46,16% 44,55% 53,84% 55,45%
KoHel, 24 90 52 3 58
20,51% 76,93% 47,28% 2,56% 52,72%
Cognitive Beginning 47 49 70 61
40,18% 44,55% 59,82% 55,45%
KoHrel, 21 92 53 4 57
17,95% 78,63% 48,18% 3,42% 51,82%

125



Components Stages 1- high 2- middle 3-low
Emotional- | Beginning - 39 49 78 61
axiological
33,33% 44,55% 66,67% 55,45%
KoHew, 20 93 53 4 57
17,1% 79,49% 48,18% 3,41% 51,82%
Active-| Begnning - 57 54 60 56
creative
48,72% 49,09% 51,28% 50,91%
KoHew, 24 90 59 3 51
20,52% 76,92% 53,64% 2,56% 46,36%

components) of the students’ intellectual
development in the beginning and in the
end of the experiment, as well as the
experiment’s summary results.

Thus, the above-stated allows us to
conclude that intellectual development of
a personality is correlated with processes
appearing in the musical culture of the
ethnicity. As a result of inclusion into
folk music, an individual shall develop
aspiration for achieving a high intellectual
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development process itself shall be
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4

K BOITPOCY

: ®YHKLUMOHHU-

: POBAHMS
KA3AXCKOI'O
®0JIbKJIOPA

3JIbMUPA CYJITAHTAJIUEBA
(Anmarsl, Kazaxcran)

K BONPOCY ®YHKLUHUOHUPOBAHHUA KA3AXCKOIo MyY3bIKAJIbHOI0o ®0JIbKJIOPA

AGcTpakT

B cTatbe uccnegylotcs MexaHU3Mbl Nepeaadu M YCBOEHUS TpaaULMOHHON Ka3axCKOW KynbTypbl B
GOPMUPOBAHUN IMHHOCTU y4uUTeNS. ABTOP aHanna3npyeT Npobaemy Ha MaTepuane Ka3axcKom My3blKabHOM
KYNbTypbl. A3bIK My3blKW, KaK U3BECTHO, ABNSETCA 0CO6LIM CUMBOIMYECKUM KOLOM KyNbTypbl, 061ajaloWwmum
60/1bLUOM YCTOMYMBOCTLIO M JOMUHAHTHOCTBIO B MEHTaNWUTETE TPAAULIMOHHOM KYNbTypbl.

Cuctema My3blKanbHOIo BOCMUTaHUS NpeAcTaBiseT COO0M COCTaBHYIO YacCTb KyNbTypbl Ka3axos. BocnutaHue
JIMYHOCTH, BNageloLLEeN COBOKYMHOCTbIO 3HAaHUI O HaLMOHaNbHOM MUPOBOCMPUATUM U 06najatoLew
COBCTBEHHON MUPOBO33PEHYECKON CUCTEMOW, NMCUXONOrMYECKOE Pa3BUTUE UHAMBUAYANTbHOCTHU, KOMMNEKCa
CMOCOBGHOCTEN HaYMHaAIOLWMX MY3bIKAHTOB ABASANUCH OCHOBHOW LIeNbio BCEro TPaAMLIMOHHOIO 06y4YeHuns
My3blKaHTOB. CBOGOAHOE BlafeHUe UHCTPYMEHTOM, CYXOBOE U 3pUTENBHOE YCBOEHWUE 3aKOHOMEPHOCTEN
KOMMO3WLMOHHOTO npoLecca, OTPaxeHHbIX B HAPOAHOW TEPMUHONOTMU, MO3BONAET KIOWLLM HAX04WTb 3TOT
06pa3 CKBO3b TONLLY MHTEPMNPETATOPCKUX HANOXKEHWUN, U, CefoBaTeNbHO, COXPaHUTL MPOU3BEAEHME B
ycnoBuax 6ecnnucbMeHHON Tpaamuuu. [ns 3Toro HacTaBHUK, KOTOPbIN Oblf, Kak NpaBuio, Gunocodom,
NCUX00roM, O6LLECTBEHHBLIM AeATenem, negarorom u UCNoHMTENEM, obnajan BbICOKUMU MOPabHO-
3CTETUHECKUMU U NPODECCUOHANbHBIMU KaYeCTBaMu, UCMONbL30Bas BCe BUbl BO34ENCTBUA Ha JIMHMHOCTb
YYEHUKa.

BbiBOAbI M pe3ynbTaTthl UCCNefoBaHUA BHOCAT onpefesnieHHbl BKaj B U3ydeHne TpaauLMOHHOW KynbTypbl
Ha COBpPEeMEHHOM 3Tarne, ee posv B 06LLECTBE, a TaKXe UMEeIoT HENOCPELACTBEHHbIN BbIXO B NPaKTUKY
dopmMMpoBaHUA yuUTENEen My3blKU.

KnoueBble cnoBa: My3blKanbHbl GONbKIOP, My3blKanbHOE BOCNUTaHWE, pa3BUTHE CNIOCOBHOCTEN.

3THOMSAEHHU A3CTYPAI 3EPTTEY MIACEJNEJEPI

AGcTpakT
Makanaga myraniMm TyFacblH KanbINTacTbIpy YAEPICIHAET Ka3aKTbIH A9CTYP/i MOAEHUETIHIH, KbI3METI
KapacTbipbiiagbl. Macene KasaK XanKblHblH My3blKa MoEHUETI TeHiperiHae TankblnaHyaa.
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Ke3 KenreH xanblKTblH, AYHUETaHbIMbl MEH ToNlIMIepniK TaxipnbeciHiH nanga 6ony cebebi- 6onallak ypnakka
eMIip CypyaiH *Kongapbl MEH Typaepi Typanbl KaFnaanapabl XeTKi3y eKeHgiri ManiM. Al MoeHn-aneyMeTTiK
MafFnymart 6epygiH 63i My3blKka eHepiHiH TaburaTblHAa MOJT aKknapaTTaHablpy MYMKIHAIKTEPIHIH 6ap eKeHAairiH

6anKaTtajbl.

Kewneni emip xaraavblHAa KanbiNTaCKkaH anTyLbIbIK ©HEeP My3blKanbliK Xxabap, 6iNiM KaHe opblHAAYLbIbIK
LWwebepniKTi ycTazfaH WaKIpTKE eTKisyre Herizgengi. ¥ctas e3iHiH My3blKablK-OpblHAAYLWbINbIK WebepniriMeH
KaTtap, 60MblHAaFbl ATUKANbIK, 3CTETUKANbIK KO3KapacTapblH Aa WoKIipTTePiHiH 60MblHa CiHipe BinreH.
My3bIKasnblK MBAEHUETIMI3AIH OCbl dN1eyMETTIK KbIBMETIHIH AaMybl 6apbicbiHAa 6enrini 6ip AacTyp,
opblHAAYWbINAPAbIH XeKe-Aapa KacueTiHe 6annaHbICTbl TYPAi YFbIM-TYCIHIKTEP KanbinTacbkin OTbIpFaH.
CoHAbIKTaH xanblK My3blKacblH HacuxaTTayllbliap api ycTas, api aKkblH, api oMW bII- punocod, api negaror-
NCUXOJIOr, 9pi KOFaM KanpaTKepi xaHe webep opblHAayLWbl 60NFaH.

KasaKTblH A9CTYpNi MoAEHUETIHAE 63iHiH ayanTopUsiFa TiKenemn acep eTy }KoHe AYHWUEre AereH xeKke
Ke3KapacTbl KanbiNTacTblpy epeKLeniriMeH My3blka eHepi eneyni opbiHFa we 6onfFaH. [lyHue Typanbl
MY3bIKaNblK-3CTETUKANbIK YFbIM KE3 KeNreH A4oCTYp/li MOAEHUET MEeHTaNUTETIHIH, TYPaKTbl MHBapUaHTbl 60/bIN

Tabblnagbl.

Tipek ce3paep: My3biKablK GONbKIOP, My3blKalblK Topbue 6epy, KabineTTi AambITy.

ON THE FUNCTIONING OF KAZAKH MUSICAL FOLKLORE

Abstract

The article investigates mechanisms of transfer and assimilation of Kazakh traditional culture in formation of

teacher’s personality.

The fact that the author analyzes the issue on the material of Kazakh musical culture has special value.
Music language, as we know, is the special symbolical code of culture possessing high degree of resilience

and dominance in mentality of traditional culture.

The system of musical education is a component of culture of Kazakhs. Education of personality (owning set
of knowledge of national perception and possessing own world view system) and psychological development
of identity comprise a complex of abilities of beginner musicians which was the main objective of all

traditional training of musicians.

For this purpose a mentor who often was a philosopher, psychologist, public figure, teacher, and performer
possessed high moral, aesthetic and professional qualities, and used all types of impact on the identity of his

apprentice.

The results of concrete and sociological researches of training of music teachers in higher education
institutions of the Republic of Kazakhstan are used in this article

Conclusions and results make a certain contribution to studying of traditional culture at the present stage and
its role in society, and also can be directly applied in practice of teachers’ trainings.

Key words: musical folklore, musical education, development of abilities.

CoumnanbHO-3KOHOMUYECKME pedOopMbl,
OCYLECTBNSEMbIE B CYBEPEHHOM
rocynapctse KasaxcTaH, cTaBaT nepej
COBPEMEHHOW Mneaarornyeckom Haykom m
NPaKTUKOM BOCMUTAHUSA NPUHLIMNUASBHO
HOBble 3aa4u. [JlyxoBHOE CTaHOBMIEHNE
noapacTatoLlmnx rpaxaaH BOSMOXHO
Ha OCHOBE COXpaHeHUs U Pa3BUTUSA
KY/IbTYPHOIO Hacneaus — Xy4oKeCTBEHHbIX
Tpaauummn, GUnocodbCKnx naem mn
3CTETUYECKU-HPABCTBEHHbIX UeasoB,
KOTOpble BblpabaTtbiBalMCb Ka3aXxCKUM
HapO4OM Ha NPOTHEHUN MHOTUX
CTOSIETUMN.

Cucrtema My3blKalbHOIo BOCNUTaHMUS
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npeacraBnsger cobom COCTaBHYIO YacTb
3CTETUYECKOM KyNbTypbl KAa3axoB.
lNoaTomy nccnegoBaHne OCHOBHbIX
MPUHLIMNOB HAapPOAHOM Ka3axCKowm
My3blKasbHOM Nefaroruku aBAseTcs
O[JHUM M3 BarKHEWLLNX NYTEN MOCTUKEHUS
N BO3POXAEHUS HaLMOHaNbHbIX
[YXOBHO-3CTETUYECKUX Tpaanuumn. He
BbI3bIBAET COMHEHUM TO, YTO U3Yy4EHUE
3THOKYJIBTYPHbIX TPaAULMA CMOCOOHO AaTb
MOTrYy41i NOTOK HAay4HON MHPOPMALMHK, YTO
B KOHEYHOM pe3ynbTaTte NOJIOKMUTENBHO
CKaXeTcs Ha pa3BUTUM COBPEMEHHOM
negarormn4ecKom NPakTUKU My3blKanibHOIo
0By4YeHMUs.
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[maBHOM MPUYNUHON 3aPOXKAEHUSA
B Ka3axCKOM ObITy negarorm4eckom
NPaKTUKK ABMNacb HE06X0AMMOCTb
nepefayv nogpacratolnmM NoKoNeHUsIm
nHdopMaLmm 06 OCHOBHbIX hopmax
U3HEeeATeNbHOCTU. B My3blKanbHOM
BOCMUTaAHWKN NPOSIBJIEHME COLMANBHO-
MHPOPMAaTUBHOIO Havyana ycuamBanochb
ele U Tem, 4To camMo My3blKallbHoe
WCKYCCTBO MO CBOEN Npupoae numeet
OrPOMHbIN AMana3oH BO3AENCTBUS.
YyeHble-aTHOrpadbl NoA4EPKUBALOT, YTO
HeobXx0AMMOCTb Nepeaayn My3blKanbHON
MHPOPMaLMKN ANKTOBaNacb UMEHHO
coumanbHbIMK 3aa4aMn YeNoBEKa: Ha
BCeX 3Tanax o6LeCTBEHHOrO pa3BUTUSA
BaKHO Oblf10 BO3ENCTBOBATb HA CO3HaHWe
YJIEHOB 3THWYECKOM OBLHOCTU B LLENAX UX
dopmupoBaHus. lNMegarornka Ka3zaxckoro
Hapofa npu3BaHa 6bl/1a U3 MNOKOJIEHUS B
NnoKosieHne nepegaBaTb HapaboTaHHbIN
CcolManbHbIM OMbIT, @ My3blKa/lbHas
negarorvka, Bpydas 0coboe «jyxoBHoe»
60raTCTBO CTapLlero NoKoJsieHus
MJafLwemy, co3gaBasna TeM camMblM
NPeeMCTBEHHOCTb KyNbTypbl 06LEecTBa OT
OZHOIO MOKOJIEHUSA K A PYrOMY.

DYHKLMOHNPOBAHNE Ka3axCKOro
MY3blKanbHOro ¢0JibK10pa BO MHOIOM
onpeaensanocb ypoBHEM Pa3BUTUS
crnocobHocTen Yenoseka. B atom
OTHOLIEeHWN cneayeT 06paTUTb 0coboe
BHUMaHWE Ha TaKoM NCUXONOrMYECKMHI
GEeHOMEH, KaK My3blKallbHOEe MblLLIEHHKE.

B KayecTBe 0[IHOr0 U3 OCHOBHbIX
MeXaHU3MOB MY3blKallbHOro MbILLIEHUS, C
KOTOPbIM CBSI3aHa Npeobpa3oBarefibHas
CTOpPOHa TBOPYECKOM AEATENIbHOCTH,
MHOI1e uccnefoBartenu HasblBatoT
CNOCOBHOCTb «NpeaBUOEHUS .
MbllwneHne My3blKaHTa, 3aberas Bnepeg,
npeayragbiBaeT To, 4To ByaeT co3aaHo
B pe3ynbrarte ucnonHeHus. Bonpoc o
MY3blKabHO-C/TyXOBbIX NpeAcTaB/IEHUAX
pa3HOCTOPOHHE PacCMOTPEH MHOIMMMU

uccnegosatenamu (b. M. Tennos, P. H.
lpxknoéosckKag, . M. TypcyHKaHOBa U
[p.), KOTOpbl€ YKa3blBalOT Ha yaepKaHue
nepBrMYHOro obpasa B Ka4yecTBe
OTNPaBHOro NyHKTa Ans danbHENLWero
pa3BUTUSA CNMOCOBHOCTU My3blKasibHOIO
npeacTaBieHus.

B npaKTuKe yCTHOro My3biKanbHOrro
06y4yeHMa Ka3axoB pa3BuTas CNOCOOHOCTb
«peaBuaeHns» My3blKanbHOrro
MaTtepuana 6bl1a He06X0ANMOCThIO.

KaK npaBuno, KOMNO3UTOP-KIOMLLIN
OTOMpPAET EANHCTBEHHO HYXHbIN emy
BapuaHT TUNONOrMYECKON CUCTEMbBI U B
npoLiecce COMMHUTENBbCTBA HaNOMHAET

€ro onpefeneHHon coaeprKaTtenbHOCTbIO.
Mo cnoBam b. b. bankagamosown, 06pa3s-
3TalIOH BO3ENCTBYET KaK CBOEro poja
«MYyTEBOAMUTESNb», KaK XOPOLLO MPOJIOXKEHHOE
«pycno», TOYHOE clieloBaHne No KOTOpoMy
CNYXXWUT U3BECTHOM rapaHTUen LenoCTHOCTH
W NPeanoChbIIKOM ero afeKBaTHOro
BOCMNPUATHS, @ 3aTEM U COXPaHHOCTH

Ha ApYyrux ypoBHAX KOMMYHUKaTUBHOM
cuctemsl [1, ¢. 33-57].

HemanoBaxkHoe 3Ha4YeHue nmeno
ANs Hac nsyyeHune paboT yYeHbIX-
aTHorpadoB b. b. balkagamoBown,

C. . YTeranneBown, NocBSALWEHHbIX
MY3blKa/lbHOMY MbILLIEHMIO Ka3aXCKMX
npodeccnoHanbHbIX UCNonHUTeNen. B
3TUX paboTax Halle BHUMaHWe NpuBMeKIa
naes 0 CrnocobHOCTM AOMOPUCTa CHaTo

M 0606LLLEHHO NPeaAcTaBNATb X0/
CTAHOB/EHUS MY3bIKaNlbHOW MbIC/N.
ABTOpPbI eAMHOrNacHbl BO MHEHUH, YTO
npoLecc BOCNPUATUSA NPON3BELEHNS B
YCTHOM TpagmLum 06y4eHU My3blKaHTOB
HanpaBfieH Ha LLeSIOCTHOE NMOCTUKEHNE
My3blKa/lbHOro NPOU3BEAEHNS, B
pesynbTate KOTOPOoro B CO3HaHWM
ncnonHuTens GopMUpyeTcs CUMYSbTaHHbIN
3BYKOBOM 06pa3 Kios. CBo60oAHOE
BNnajleHne UHCTPYMEHTOM, C/TyXOBOE U
3pUTESIbHOE YCBOEHNE 3aKOHOMEPHOCTEN
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KOMMO3MLMOHHOIO NpoLecca, OTparKEHHbIX
B HApOAHOM TEPMMUHOJIOTUK, NO3BOJISET
KIOMLIW HaxoamnTb 3TOT 06pa3 CKBO3b
TOJILLY MHTEPNPETATOPCKMUX HANIOXKEHNH, U,
cnepoBateNibHO, COXPaHUTb Npon3BeaeHue
B YCNOBUAX 6ECMUCbMEHHOW TpaaULMUH.
3ByKOBOWM 06pa3, no ciosam C. U.
YTerannesou, CNy» 1T CBOe06pasHOM
nopoxaatowen Moaenbto Npon3seneHns
[2,c.33-35].

Mpo6nema pa3BUTUA CNOCOOHOCTH
«OXBaTa» NOrMKU UHTOHUPYEMOIO
obpasa — «CMMyJibTaHHblE€ MY3blKabHO-
CllyxoBble NpeacTaBlieHUs» — LWUPOKO
paccMmaTpuMBaeTcs B COBPEMEHHOMN
METOJMKE MY3blKa/IbHOrO BOCMUTAHUSA
(b. M. Tennos, E. B. HazanKUHCKNHK,

I. M. TypcyHkaHoBa v ap.). To ecTb

peyb UAEeT 0 CNOCOBHOCTU YeNoBEKa

K CBEPTbIBAHUIO LIEMN MbICIUTENbHbIX
onepauui. CoBepuiasicb 6€3 onopsbl

Ha peasibHOe CyX0BOE BOCMNPUSATHE,
My3blKa/lbHOE MblLUEHWE HE BCeraa
BOMJIOWLAETCH B IE€TallbHbIX U HEMPEPBLIBHO
pa3BopayYnMBaeMbIX CIyXOBbIX
npeacTaBlieHUsX.

B nccneposaHuu . M. TypCyHKaHOBOMW,
NOCBSALLEHHOM MYy3blKa/IbHOMY MbILLJIEHUIO,
LUMPOKO NpeacTaB/ieHa TaKKe CNoCOBHOCTb
«[lepeHoca MHTENNEKTYa/lbHOro orbliTar.
XapaKTepHOW 4epTOn NPOABJIEHUSA ITOM
CNOCOBHOCTU B My3blKa/IbHOM MbILLEHUN
ABNSETCS TO, YTO NPU NOBTOPEHUM OOHUX U
TeX Xe CUTyauun 1 ycnoBum esaTeNlbHOCTH
KaXk[l0e HOBOE MbIC/IUTENbHOE AeNCTBUE
BHOCUT 60/1€e COBEPLLEHHbIE 3/IEMEHTLI U
TEeM caMbIM CMOCOBCTBYET MNOCTENEHHOMY
pa3BUTMIO TBOPYECKOIO NnpoLecca.

lMepeHOoC NCMONHUTENBCKOO OMnbITa
NPOUCXOANT B pe3y/bTaTte MbICIEHHOIO
COOTHECEHMUS UCMONHUTENIEM HOBOIO U YKe
3HaKoMmoro. B pesynbrate, Kak npaBuio,
BblpabaTblBalOTCA XOPOLLO CIIOXEHHbIE
HaBbIKW UCMOJIHUTENIbCKOM AEeATENIbHOCTH
[3,c.21-24].
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B nutepatype, NoCBAWEHHON U3YYEHUIO
OnbITa YCTHOrO HAapOAHOIro 06y4eHUs
Ka3axoB, Mbl HalW/IM MHOXECTBO
NPUMEPOB, CBUIAETENLCTBYIOLINX O
TOM, 4TO ellle B APEeBHOCTH yCTa3bl
CTPEMUIINCE Pa3BUTb Y YHEHUKOB YMeEHUe
COMOCTaBNATb HE3HAKOMbIM MY3blKaslbHbIM
Marepuan Unun Kakyt-nmbéo nHoopmaumio
C YK€ UMEIOLLMMUCH 3HAHUAMMU, T. €.
«CMOCOBHOCTb NepeHoca My3blKaslbHO-
WUHTENNEKTyaNbHOro OnbiTa».

Kak otmevaet T. Capbli6aeB, yuuTenb
B NnpoLecce nepegayn My3blkasibHOM
MHbOPMaLMK, KaK NpaBuio,
peKomeHaoBan y4eHuKy B obliem ee
NoTOKe BblAeNnTb NOBTOPSOLWMECS
3f1eMEHTbI (M36bITOYHast MHPOpPMaLMS)

W CKOHLEHTPUpOBaTb BHUMaHME Ha
HenoBTopsoLWMXCs (abcontoTHas
nHpopmaums). To ecTb y4UTbIBaNoCh 1O,
YTO BO3MOHOCTH Yel0BEYECKON NaMsTH
WU BHUMaHUS OrpaHuyeHbl U BblaeneHune
abcontoTHOM MHbOPMaLUK Ha poHe
M30bITOYHOM, TO €CTb TAKOW MHPOPMALMH,
KoTopas 6bl NOBTOPSiNach, OTHOCUTENbHO
peryfisipHon CBOEeW NOBTOPHOCTU NPUBENO
Obl B IENCTBUE NPOLLECC Pa3BEPTKM MO
BOCMPUATKS yYeHUKa [4, c. 52-55].

MHorune aTHorpadbl 0OTMeYaltoT, 4TOo
«y3HaBaHue» 3aHUMaEeT 0CO6eHHOoe
MECTO B Ky/NbType U3YCTHOCTU. ITa
cneundmryeckas 0Co6eHHOCTb TpaamLMn
HanboJsiee NoMHO pacKpbliBaeTCs
B MoHorpaduu K. LU. HypnaHoBo#
«JCTETUKA XYyA0XKECTBEHHON KYNbTYpPbI
Ka3axcKoro Hapopgar. [lo MHeHWIO aBTopa,
y3HaBaHWe Bcerga npucyTcTBoBaso
B KyJIbTYp€e U3YCTHOCTU, NOTOMY YTO
MHOroKpaTHO€E NOBTOPEHWE AaeT
BO3MOHOCTb 3aMOMHUTb YCIIbllLAaHHOE,
CINYXWT 3a510roM AasibHENLLEN ero *MBou
nepenayv (3aMeTUM, 4To UHAUBUAYaAIbHO-
rpynnoBas dopmMa NpoBeAEeHNUSA 3aHATUN,
TUMNUYHas B MpexHne BpemeHa,
yBE/IMYMBAET BO3MOXKHOCTb NOBTOPEHMUS
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Bbly4EHHOIO, TaK KaK Npu 3TOM BO3pacTaeT
BEPOATHOCTb NMPUCYTCTBUSA HA4YMHAIOLWLETO
My3blKaHTa Ha 3aHATUK, I1e 3BYYUT
3HaKoMOe eMy npounsseneHune). Bo-
BTOpPbIX, yC/bllWAaHHOE CTapoe AocTaBnser
WUCTUHHOE Y0BOJIbCTBUE OT TOr0, 4YTO

OHO M3BECTHO, HAaXoAUTCH NOCTOSHHO B
namsaTM UCNONHUTENS, MPOBEPSAETCH UM

W 3aKpennsaeTcs, a ¢ ApYyron CTOPOoHbI, Ha
$oHe aToro yaHaBaHus sipye cxBaTblBaeTcs
HEe4YTo He3HaKOMOE, paHee He ClbllaHHoe
[5,c.7].

OaHom 13 cneundUyeckux
0COBEHHOCTEN KyJIbTYPbl YCTHOM
TpaauLMK Ka3axoBs, Mo HallemMy MHEHUIO,
AB/IETCS HENOCPEACTBEHHOE BAUSHUE
MCMNONb30BAHUS KIOMLWIN PA3NUYHbIX
npUemMoB, cNnocoboB, B KAKOW-TO Mepe
obsieryatoumx BOCNpuaTne My3blKaibHOIro
MaTtepuana, Ha KOMNO3ULIMOHHOE
CTpOeHue nNpounsBeneHui. NoareepaeHue
3TOMY Mbl HAXOAMM BO MHOIMX Hay4YHbIX
NCTOYHMKaAX.

Tak, Hanpumep, A. 1. MyxambeToBa
CpaBHMBaeT pa3BUTHE B Kioe C
MarHUTHbIMW CUSTOBbLIMU JIMHUSIMU, C
MX MHOTOKpPaTHbIM MNepeMellleHUEM, He
MEHSIOLWMM LIESTN, HO COBEPLIAEMbIM B
Ka)K[I0M c/ly4ae pasfiMyHbiM No AnvHe
nytem. Noo6HOE KpyKeHNE My3blKalbHOIo
MaTtepuana B Ka3axCKMX HapoaHbIX
WMHCTPYMEHTaNbHbIX MPOMU3BEAEHMAX
cosfaeT ahbEKT 3aHATOCTU CO3HAHUS
OAHOM MbICNblO [6, €. 45-4T7].

H. ®. TuGTUKMAM B OHOM U3 CBOUX
paboT 0 KlosiX creayoumm o6pa3om
OLUEHMBAET NOBTOPHOCTb B KOHCTPYKLIUK
Ktosi: «MHOroKkpaTHble BO3BpaLleHu s
pedpeHa NPUMEHSAIUCh HE TONTIbKO KaK
CpeacTBO 3aBepLUEHUS 04epPenHOro
3Tana TeMaTtu4yeckoro pa3BuTus. o Bcen
BEPOSATHOCTU, 3TU KPATKOBPEMEHHbIE
OCTaHOBKM NOMOranu KionLun-
MMMNPOBM3aTOPYy MTHOBEHHO 06ayMaTh U
OTbICKaTb HOBbIV MyTb PAa3BUTUS MY3blKW»
[7,c.87].

MoarBepaeHne MbIC/IN O TOM,

YTO MCMOJb3YEMbIE KIONLLIN MPUEMBI,

obnieryatolme npouecc BoCnpuaTus
NpoOn3BeAEHUS, B 3HAYUTENIbHON
CTEneHu BAKSIOT Ha GOPMO-CTPYKTYPY
NpPoOn3BEAEHNIN, Mbl HAXOAUM TaKXe B
pabote C. . YTeranneBow, rae aBTop
BblgensieT HECKOMbKO CTEPEOTUINOB

B CTPOEHWUU KlOMeB. BHYTPU3OHHbIN
cTepeoTun (06bIrpbiBaHWE KOHKPETHOM
nagorapMOHUYECKOW ONOpbl — KBUHTOBOTO
0oCTOBa Npu 6YPAOHUPOBAHUKN BEPXHETO
N MENOANYECKUX XOA0X B HUKHMUX
ronocax) o6pasyeTcs B Ha4yane noyTu
BCEX KOMMO3ULMOHHbIX 30H, MOMOraeT
My3blKaHTy 06ymaTb nocneayrouiee
pa3BuTHeE B Kioe [2, ¢. 65]. To ecTb,

peyb MOET O TOM, YTO KIOWLLIK, Npexae
4yem NPOUHTOHMPOBATb YTO-1MOO0 Ha
WHCTPYMEHTE, npeaBapuTesisHO UMeeT
C/bILIMMOE NpeacTaBieHne o byayLlem
3BYy4aHWU. TakuMm o6pa3oM, xapaKTepHas
AN UMMPOBM3aTOPCKON AEATENBbHOCTH
LleneHanpaB/ieHHOCTb AENCTBUMN,
OCHOBbIBatoLasAcs Ha npeaBUaeHUN

W NpeachblllaHnmn Len — Moaenu
MY3blKa/IbHO-Xy0XEeCTBEHHOIO 06pa3a,
COCTaBJ/ISET OCHOBY TBOPYECKUX IENCTBUN
TPaAMLMOHHOIO UCNOIHUTENS, YTO B
CBO0 o4epeb He MOrJI0 He OTPa3uUTbCs
Ha GopMe 1 CTPOEHUM CO3AaBaEMbIX UM
npou3BeaeHUN.

LLIMpOKO NpUMEHsiEMbI B YCTHOM
TpaauumMn oby4eHnss MexaHn3m
nepeHoca onbitTa YMCTBEHHOM
[EeATENbHOCTU UCTIONTHUTENS TaKKe
OKasas cepbe3Hoe BUSHWE Ha
CTPYKTYPHblE€ OCOBGEHHOCTHN BONbLLIMHCTBA
npou3BeAEHMA HapOAHOIro TBOPYECTBA,
KaK My3blKanbHOro, Tak 1 No3TUY4ECKOrO.
TaK, Hanpumep, GOJIbKNOPUCTaMn He
pa3 oTMeYanocb HEKOTOPOE CXO/CTBO
B CTPOEHWU NPOMU3BELEHMI Pa3HbIX
*aHpoB donbKiopa. OgHUM U3 TaKKUX
06beANHSAIOLLMX HaYa ABISETCS obunune
NOBTOPOB, KOra HEKOTOPbIE YacTK
NpPOu3BEAEHUN, OTKPUCTaINIM30BbIBAACH
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B yHMBEpCasbHble «BfI0KW», HAYMHAIOT
nepexoanTb U3 Npon3BeaeHns B
npoussegeHue. B npocTpaHHbIX 3MMYECKMX
NpoMn3BeaEeHMSAX YacTo BCTpeYvatoTes
NnoBTOPbI C/IOB 1 TUpag. CKasaHHoe B
60/blUen CTEMNEHM MOXHO OTHECTU U K
KynbType 3anagHoro Kios. NoBTOpPHOCTb
BbICLLEN CTEMNEHU (Ha YPOBHE TUMNYECKUX
MECT) XapaKTepHa No4YTn ans Bcex
pa3nenos Kiod. OHa nposBnsgeTcs n B
dopmax ABUKEHUS, N B GaKType, U B
TeMaTu3mMe, U B pPUTMHUKE: «... GOPMYJibl
KyJbMWHaL MW CTAaHOBATCS CTabWU/IbHbIMMU
o6opoTaMu U cBOBOHO, NINLLb C
HEKOTOPbIMU M3MEHEHUSIMU, NEPEHOCHTCA
N3 OIHOIO Npoun3BeneHuns B apyroe» [4, c.
52-55].

lMoBTOPHOCTb yTBEPAMNACH U CTana
AOMUHUPYIOWMM NPUEMOM Pa3BUTUA U B
KOObI30BbIX KIOsiX. [10 MHEHUIO
. OmapoBOWn, Ha 60JIEE BbICOKOM YPOBHE
NOBTOPHOCTb TEM, NEPEXOASLMX U3
KOSl B KIOW, NpUBESia K BOSHUKHOBEHMIO
deHOoMeHa «Ko4ytolnx TeM». Ha nx ocHoBe
MOTYT 6bITb BbICTPOEHbI MOPON Lesble
MHTOHAUMOHHO-TEMaTHUYECKNE BIIOKM,
KOTOpble 1 BOCMPUHUMAIOTCH HaWnMm
C/TYXOM KaK CTepeoTMNnU3npoBaHHsbIe [8, C.
6].

CNMCOK NIuTepaTypbl:

3HayeHMne «KOYYIOLLINX TEM» MHTEPECHO,
Ha Hal B3rnsag, paccMmaTtpusaet
b. b. bakagamoBa: «<BCMOMHUM TaK
XOPOLIO M3BECTHbIE HAaM sipYanLLme
TemMaTUyecKne «6nnKu», CToNb TUMNYHbIE
[N KyJibMUHALUMOHHbIX 30H KIOEB
KypmaHrasbl 1 BCTpeyatolmecs TakKe
y €ro HenocpeACcTBEHHbIX Y4EHMKOB,
Hanpumep, y AuHbl Hyprniencoson. bbiTb
MOXET — 3TO CBOE06pPa3HbIN «<MOTUB-3HaK»,
YKa3bIBaloLWMK Ha NPUHAAIEXHOCTb OHOM
TBOPYECKOW LLIKONE BETMKOIO KIONMLLM,
nogo6HO POAOBOMY 3HaKy — Tamre» [1, c.
33-57].

N30 EeHHbI aHanM3 My3blKOBe4eCKUX
nccnegoBaHuim yoeauTeNbHO 1OKa3blBaET,
YTO OAHMM M3 BEAYLIMX MPUHLIMIMOB
Ka3aXxCKOM My3blKallbHOM Nefarornku
fABNSETCS HEOOXOAMMOCTb PACKPbITUSA U
pa3BUTUSA MHOUBUOYASIbHBIX CTOCOGHOCTEN
yesloBEKa B YCI0OBUAX TBOPYECKOIO
My3uumpoBaHus. Camu dopMmbl
CYyLLECTBOBAHUS My3blKaJibHOro $osibKIopa
Obl/IM KAHOHU3MPOBAHbLI Ha OCHOBE
IMMUPUYECKHN BbISBNEHHbIX MCUXUYECKUX
MeXxaHU3MOB pa3BUTUS CNOCOBHOCTEN.

1. bankagamoBa b. b. O TemaTnyeckom cTepeoTnne B IOMOPOBON My3blKe
My3biko3HaHKWe. Bbin. 8—9. Anma-Ata, 1976.

2.  VYrteranuea C. N. DyHKUMOHANbHbIA KOHTEKCT MY3blKaslbHOIO MblLUIEHUS
Ka3axckux gombpwucros. J1., 1987.

3. TypcyHkaHoBa I. M. [cnxonoro-negarorMiecKne OCHOBbI Pa3BUTUS
MY3blKaflbHOI0 MbILLIEHMS yYalMxcs-nMaHucToB. Anmatbl, 1993.

4. Capbi6aeB T. Kol Kak KOMMYHUKaTUBHOE siBNeHne. MHCTpymeHTanbHas
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EBPOMNEUCKOE

\ 4

MY3bIKAJIbHOE

OBPA30BAHUE
B TOPU30HTAX
BHEEBPOITEN-
CKUX KYJIGTYP

BUKTOPHUSI CYLLLIAHOBA
(XapbkoB, YkpauHa)

EBPOMNENCKOE MY3bIKAJIbHOE OEPA30BAHUE B FOPU30HTAX BHEEBPONEWCKUX KY/IbTYP

AGcTpaKr

B naHHOM cTaTbe paccMaTpmBaloTCa MOLENU My3blKalbHOro 06pa3oBaHus, KOTOPbIE MPUMEHSAIOTCS B CTPaHax
BnuxHero Boctoka. AHanusnpyeTtcs cama CTpyKTypa 06pa3oBaHms U OCHOBHbIE TEHAEHL MU NOCNEeAHEro
fecatunetus. Hanbonee getanbHoO o6CyaatoTcs nporpammbl WKon Trinity u ABRSM, npenmyLiectBeHHO
onupascb Ha Tpeb6oBaHUs GopTennaHHON ceKkunn. JaHHble WKOMbl pa3paboTaHbl U KypUpyloTcs BegyLwumMu
My3blKanbHbIMW By3amu BenukobpuTtaHuu. NMporpammel pa3paboTaHbl C LIMPOKUM Anana3oHoM
crneLumanbHOCTEN U YPOBHEN 06yveHUs. TaKkKe HanaxKeHbl NyTU COTPYAHUYECTBA LWKOS, KONNEMKEN,
YHUBEPCUTETOB B Pa3HbIX CTPaHax, BbiBeleHa eflMHas WKana OLeHWBaHUS U Npu nepemMeLLeHnn yqallerocs
M3 CTpaHbl B CTPaHy He MPOUCXOAMUT NepepbiBa UK 3aTPYAHEHUS B MPOJOIKEHUN 06pa3oBaHus. [laHHble
CUCTEMbI yCMeLHo paboTatoT N0 BCEMY MUPY, OAHAKO He NO/b3YITCS CNPOCOM B MOCTCOBETCKUX CTPaHax.
HoBu3Ha 1 aKTyanbHOCTb 06CYKAaeEMOMN TEMbI B TOM, HTO, C OLHOM CTOPOHbI, HECMOTPS Ha 6oraTyto KynbTypy
G/IMKHEBOCTOYHbIX CTPaH, My3blKalbHOe 06pa3oBaHue HaXoAUTCA TaM B CTaauu cTaHoBneHus. C apyromn
CTOPOHbI, U3-3a TOro, YTO Hanbosiee HYacTo K My3blKanbHOMY 06pa30BaHUio 06paLLaloTCs AMUrPaHTbl, UMEHHO
OHW 1 GOPMUPYIOT CNPOC Ha onpeaeneHHble 06pa3oBaTe/ibHble MPOrpaMMebl U LLKOJbI C Y3HaBaeMbIMKU BO
BCEM MUpe UMeHaMU. B CBA3K C 3TUM TepseTcs HaLMOHaIbHbIN KONIOPUT.

B peaynbrate uccnefoBaHus Bonpoca 0 My3blKalbHOM 06pa30oBaHUn banxHero BoCTOKa MOXHO 3aK/104UTb:
My3blKaJlbHas Ky/bTypa UCMbITbIBAET CUSIbHOE B/IUAHWE EBPOMENCKUX U, B MEHbLUEN CTENEHN, aMEPUKAHCKUX
My3blKaNbHbIX LWKON. OAHaKO BbICTPOEHHAas CUCTEMa My3blKa/lbHOr0O 06pa3oBaHKs OTCYTCTBYET, a
ucnosb3dyeMble B y4eOHbIX 3aBeeHUsAX obydatolime nporpaMmMbl UMEIOT CKOpee aTTeCTaLMOHHYI0 GYHKLMIO.
KnioueBble cnoBa: My3blKa/ibHOe 06pa3oBaHue, Moaenn obpasoBaHus, robdannsalmns My3blKanbHOMO
o6pa3oBaHusl.

EYPOMNAJIbIK EMEC M3AEHUET KEHICTIFIHAEI EYPOMNAJIbIK MY3bIKAJIbIK BUTIM

AGcTpakr
Bbyn makanaaa Tasy LUbiFbic enaepiHaeri KonaaHbbIN XXypreH My3biKanblK 6iniM moaeni KapacTblipbliagbl.
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COHFbl OH Xblngafbl 6iNiM KypblbIMbl MEH HETI3r TeHAeHUManapbl TangaHagsl. Trinity )koHe ABRSM
MeKTenTepiHiH 6argapnamManapbl dopTennaHanbiK 6ipnecTik TanantapbiHa CYUMEHE OTbIpbIn, TEPEHIHEH
Tankplnadagbl.Ocbl atanFaH MekTenTep YNblOpUTaHUSAHbIH, *KeTeKLWi My3blKanblk OO ganblHAaAbl XaHe
eTeKLWinik eteai. bargapnama 6iniM ageHremniHe xaHe MamaHablKKa 6annaHbiCTbl 93ipneHreH.CoHaan-ax
6acKa engepiiH, MekTenTepiMeH, KonnegpxaepiMeH, yHMBepcuTeTTepiMeH Bipnece XyMblC Xacanibl.ATanfaH
6inim 6epy Kymneci anem 60MbIHLLA KapKblHAbI XXYMbIC }acanibl, 6ipaK CoBETTIK engep 60nbIHILIA CypaHbICKa
ne emec.

TanKblnaHbIn OTbIPFaH TaKblPbINTbIH, *KaHanblFbl MEH ©3€EKTiNiri, 6ip aFblHaH, Tasay LWbiFbiC engepiHiy, 6amn
MoJEHMETIHE KapaMacTaH My3blKanblK 6iniM KanblnTacy caTbiCbiHAA TYP. AN, EKiHLI XXaFblHaH, My3blKasblK
6inimre kebiHece amurpaHTTap Keneai. MiHe, conap HakTbl 6iniM 6argapnamanapbl MEH MEKTENTEPre cypaHbIC
}Kacay apKbl/ibl OHbl KanbinTacTblpagbl. OcbliFaH 6annaHbICTbl YATTbIK KONOPWT XoFanaabl.

3epTTey HoTUXKeCi 6oMbIHLLA MblHAHAAM KOpbITbiHAbI XacayFa 6onagbl: Taay LUbiFbiCTafFbl My3blKanblK
6inimreeyponasnblK My3blKasblK MEKTENTEPAIH dCEpi, COHbIH ilWiHAEe aMepUKaHabIK, eTe KywTi. bipak
My3blKalblK 6iliM 6epy *KYNECIHIH, Kypbl/ibIMbl KOK, ajl OKYy OpblHAapblHAa KOonAaHblIaTbiH 6iniM 6epy
Garfapnamanapbl aTrecTaumanblK KblI3MET KaHa aTKapagabl.

Tipek ce3paep: My3biKanblK 6inim, 6inim mogenbaepi, xahaHaaHy.

EUROPEAN MUSIC EDUCATION IN HORIZONS OF NON-EUROPEAN CULTURES

Abstract

This article discusses the model of music education, which is used in the Middle East. We analyze the
structure of education and the main trends of the last decade. The most detailed discussion of schools Trinity
and ABRSM, mainly based on the requirements of piano section. These schools are designed and supervised
by leading music universities in the United Kingdom. Programs developed with a wide range of specialties
and levels of education. Also established ways of cooperation of schools, colleges and universities in different
countries, derived single scale of assessment and student moving from country to country, there is no
interruption or difficulties in continuing their education. These systems are successfully operating around the
world, but not in demand in the post-Soviet countries.

The novelty and relevance of the topic is that on the one side, in spite of the rich culture of the Middle East
countries, music education is in its infancy. On the another side, due to the fact that more often to the
musical education of the indigenous people are not treated, and immigrants, then it is they who forms the
demand for certain educational programs and schools with recognizable names around the world. In this
connection it lost the national character.

The study of the question of musical education in the Middle East, we can conclude that musical culture is
strongly influenced by European music schools, less than the US. However, the established system of music

education is absent, and employed in education training programs are more attestation function.
Keywords: music education,education model, the globalization of music education.

BavHnM BoCcToK B TpaaULMOHHON
reorpaduun Bratodaet 15 ctpaH Kro-
3anagHon Aauunt. MysbikanbHoe
ob6pa3oBaHuKe B 3TUX CTPaHax UMEET
pasfnyHyto cneumPurKy 1 OTHOLLIEHME
K HemMy obLiecTBa. B oCHOBHOM 3TO
NPOANKTOBAHO PEIMTMO3HOW MONUTUKON
rocynapcTtB. Kak M3BECTHO, Ha 3TUX
TEPPUTOPHUAX pacnpoCcTpaHEHbl TPK
MWUPOBbLIX PENTUTUU — NYyAaANU3M,
XPUCTMAHCTBO U UcnaM. B gaHHOM cTatbe

Mbl 601€ee NoApPOo6HO OCTAHOBMMCS Ha
PacCMOTPEHMN CTPaAH MYCYIbMaHCKOro
Mupa.

My3blKanbHOe 06pa3oBaHue B
Gulf-ctpaHax? Mepcuackoro 3annea
npeacTaBfeHo NPeUMYLLECTBEHHO
YacTHbIMMK y4ebHbIMM 3aBeaeHuaMu. Kak
npaBusio, BO BCEX 06pPa30BaTENbHbIX
yypexaeHunax paboTatoT MHOCTPaHHbIE
neparoru, u chepa My3blKU He ABNSETCA
UCKItoYeHneM. focyaapcTBeHHoe

1 OA3, OmaH, KaTtap, Typuus, Cupus, NanectnHa, U3pawnb,
BaxpeitH, MopaaHus, Upak, UpaH, Kysent, Caynosckas
ApaBus, MemeH, JluBaH

2 Cooperation Council for the Arab States of the Gulf - Coset
COTpyAHWYecTBa apabekux rocyaapcTs MepcuaCcKoro 3aAmea,
KOTOPbIN NPEACTABASIET COOOM PErMOHANBHYIO 3aKPbITYIO
MEXAYHaPOAHYHO OpraHu3aLmio, B KOTOPYHO BXOAST: baxpenH,
Katap, Kysent, OA3J, OmaH, CayaoBckas ApaBusi.
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My3blKa/lbHOE 06pa30oBaHue
npeaocTaBnseTcs NoBCEMECTHO B
0o6Leo6pa3oBaTeNbHbIX WKONax, rae
0653aTeNbHbIM BNAETCH U3y4eHne
My3blKanbHOM FrPamoThbl, MEHUS, a TaKKe
Urpbl HA My3blKaNbHOM MHCTPYMEHTE
(6noK ¢newta, rutapa, CMHTE3aTOP

WKW HauMOHalIbHbl€ MHCTPYMEHTHI).

[ns ogapeHHbIX AeTen rocyqapcTso
npenocraBnser 60aKeTHOE 06pa3oBaHme
B cneumanbHbIX My3blKalbHbIX LIEHTPAX,
roe B OCHOBHOM paboTaloT negarorn na
ErnnTa. B 4acTHbIX y4eOHbIX 3aBeeHMUsX
negarorM4eckuim coctaB BecbMa
WMHTEpPHaLMOHaneH, paboTatoT negaroru
n3 dununnun, Upaka, AHIMNK, AMEPUKHK
M MHOIO NpeacTaBuTeNen na cTpax
NOCTCOBETCKOro NPOCTPaHCTBa.

B cepeanHe npownoro ctonetms ans
TeppUTOpU BCex cTpaH lNMepcmnackoro
3anunBa Obl1 xapaKTepeH 06LWKnI
KYNbTYPHbIA cnafl, 06yCNOB/IEHHbIN
YXKECTOYEHUEM AaBNEHNUS PENUTUN.

KaK M3BeCTHO, MyCy/IbMaHCTBO He
NOOLLPSET BCAYECKNE YBECENEHUS, B
YUCNIO KOTOPbIX TAKXKE BXOAUT Urpa Ha
My3blKanbHbIX MHCTPYMeHTax. K npumenpy,
Ha TeppuTopusx Kysenta u CaynoBcKom
ApaBuu, rae no-npexxHemy rocnoacTeyet
penuruosHas rnoJIMTMKa, He CylllecTByeT
HW OQHOW My3blKanbHOM LWKOSbI.
[MporpeccuBHO MbICSLLME pOAUTENN,

a TaKxe MHOoCTpaHLbl, paboTalouue B
3TUX CTPaHax, HepeaKo BO3AT AeTen Ha
3aHATUS B My3blKaJIbHYIO LLKOY COCEAHEN
cTpaHbl (baxpenH, K npumepy). B apyrmx
Gulf-cTpaHax 3a nocneaHue gecsatb

JIET MECTHOE HaceneHne NocTeneHHo
Ha4vasio o6pallaTbCs K My3blKanbHOMY
06paz3oBaHmio, XOTS OCHOBHOM KOHTUHIEHT
yyallMxcs COCTaBASIOT aKcnaThbl.

Llenb ctatbu — onpenenntb
BO3/[eNCTBME EBPONENCKOrO
MY3blKanbHOro 06pa30BaHUs Ha CTPaHbI
bnavxHero BocTtoka.
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OfHOM 13 xapaKTepHbIX 4epT
MY3blKallbHOM }N3HU XX B. ABNFETCH
aKTMBHOE OCBOEHMWE EBPOMENCKOro onbiTa
BHEEBPONENCKUMU My3blKalbHbIMK
KynbTypamu, KOTOpbl€, B CBOIO
oyepeab, TOXe UMeloT HapaboTaHHble
MHOIOBEKOBbIE MYy3blKaJibHble TPaANLINMN.
MpeactaBUTENM BHEEBPONENCKUX
CTpaH (npexae BCero, 310 MMaHUCTbI)

B NocneaHee BpeMs COCTaBnsoT
€BPONENCKUM My3blKaHTaM KECTKYIO
KOHKYPEHLMIO Ha UCMOSTHUTENTbCKUX
KOHKypCaXx, 1 Ha MMPOBbIX KNaCCUYECKMX
CLEeHax HepeaKo 3ByvaT MMeHa My3blKaH-
TOB 13 Kutasa, AnoHuu, Kopen n 1. 4.

o BCEMY MUPY OTKPbIBAKOTCSH LKOSbI,
paboTatoline No MeToay ANOHCKOro
negarora, ckpunava CuHbMTH CyasyKu.
HecmoTps Ha nonynsipHOCTb, HEPELKO
MOXHO yC/bllaTb B agpec METOANKHK
Cya3yKn HEMaANo KPUTUKK, NpuyemM oT
aBTOPUTETHbIX Neaaroros. Yalie Bcero
METO[ YNPEKAIOT B TOM, YTO OH He
rotoBuT npodeccrmoHanos. OgHaKo 310
W He ABNSIOCH €0 Liefblo, Tak KaK cam
C. Cya3yKM HEOQHOKPATHO 3asBs, YTO
37O 60onblue GUnocodust U NPaKTUHECKUM
METOA, YEM UCMONHUTENbCKas WKoNa.
O6yyeHune B WKonax Cya3ykn BO3MOMXKHO
C ABYX-TPEXJIETHErO BO3pacTa, 3aHNMaeT
B LL&/10M OKOJ/10 CEMU-BOCbMM NET.

10 OKOHYaHMIO WKONbI AETH cAatoT
3K3aMeH nepen MexxayHapoaHOM
KOMMCCHEN, Noc/e Yero BpyyaeTcs
avnnom Cyasyku. Mpu xenaHum
fAanbHenwero npodeccMoHanbHoro
06y4eHMs MOXKHO NOoCTynaThb B
TpaauLUMOHHbIe y4ebHble 3aBeaeHus. B
psifae cTpaH ecTb cnelmanbHble WKOMbI MpU
Accoumnaunsix Cyasyku, KoTopble roToBAT
npenojaBaresnien No JaHHOMy MeToaY,

a TaKKe NPOBOAST KypCbl NO BbIXOAHbLIM
AHaM. [onHoe o6yyeHne annTes NaThb JIET,
M B KOHLE KaXKaoro roga npoBoamTC
3K3aMeH C NPUCBOEHUEM YPOBHS.
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ELle ogHoM BbICTPO pa3BMBaloLLENCS
TeHAEHLUMEN SBASETCS OTKPbITUE KON
OT BCEMWPHO U3BECTHOM ANOHCKOM
GUPMbI My3blKanbHbIX MHCTPYMEHTOB —
Yamaha. Npn GpUpMeHHbIX MarasdnHax
Yamaha co3gatoTcs My3blKalbHble
Knacchbl 4ns 06y4eHuns Urpe Ha pasHbix
WMHCTPYMEHTaxX MO YHUKaNbHON METOAMKE,
pa3pabotaHHon Yamaha. YTo6bl NOAy4uTb
npaBo npenoaaBaTh B TaKOW LWWKOJE, HAA0
06513aTenbHO MPONTN 0BYyYeHME B ANOHMH,
Ha YpOKax MCMOoMb3YIOTCS IKCKIIO3UBHbIE
obyvatowme matepuanbl. M ecnm K
meToay Cya3yKn MOXHO XOTb YHaCTUYHO
NPMOBLIMTLCS IIOOOMY XKenatolLemy,

TaK KaK HOTHble CO0PHMKK UMEIoTCH

B CBOGOAHON Npojaxe, TO C METOA0M
Yamaha 03HaKOMUTbCHA MOXHO TO/IbKO Ha
crneumanmManMpoBaHHbIX Kypcax. [poeKT
GUpPMbl cyrybo KOMMEPYECKNI, TO €CTb
ecnv dupma 3amHTEpecoBaHa B pPbIHKe
JlaHHOW CTPaHbl, pernoHa, ropoaa, To
MOHO 3aK/II04YNTb KOHTPAKT Ha NOKYMNKy
dpaHLWn3bl, OTKPbITb MarasunH-LWKony

W OTNpPaBUTb NegaroroB Ha obyyeHune

B AnoHuto. B cnyyae oTcyTcTBUS
3KOHOMWYECKOM 3aMHTEPECOBAHHOCTH
Yamaha — guManor ¢ HUMW HEBO3MOXEH.
B yacTHOCTH, NpoaHanManpoBaB PbIHOK
COblTa MHCTPYMEHTOB B YKpauHe,

OHW OTK/IOHW/IM MPEeNOKEHUE O
coTpyaHuyecTse. [Mo-apyromy o6¢TonT
Aeno ¢ ApabCKnummn IMupaTamu u
Gulf-ctpaHamu, rae NnoJoOHbIE LWKOSbI
aKTMBHO OTKpPbIBAOTCH nocnegHue

NATb N€T M NONb3YOTCA cnpocoM. Ho
[JaHHbIV MeTOA NOAXOAUT CKopee A4
HayaNnbHOro 06y4eHus, Tak CKal3aTb
NpPMOGBLLEHNS K My3blKe. 3aHATUSA
NPOXoAsaT NPenMMyLLEeCTBEHHO B rpynnax,
B TOM 4YMC/E€ eCTb IPynnoBble YPOKK
dopTennaHo, a ansg npodeccrMoHanbHOro
06Yy4YeHUs UCMONb3YIOTCS €BPONENCKUE U
aMepuKaHCKne, BCEMUPHO NPU3HaHHbIE
CUCTEMBbI.

TaK Kak B Gulf-ctpaHax oT 30 go
50% o6uwero HaceneHnsa coctaBnAoT
MHOCTpPaHLUbl, paboTatowme B pasinyHbIX
CTPYKTYpax W 4acTo MUrpupytoLLme,

TO 3TO onpeaenuno NoTpebHOCTb B
YHUBEPCabHOM CUCTEME MY3bIKabHOIO
06pa3oBaHus, KOTOPOE MOXKHO NpepBaTb
W MPOAOSIHKUTb B NIOOON HEOOXOANMBbIH
MOMEHT BHE 3aBUCMMOCTU OT
reorpa®14ecKoro MectoHaxoxaeHus. B
CBfI3M C 3TUM Onpeaennnacb OpueHTaLns
Ha Tpu cuctembl: ABRSM, Trinity u The
Royal Conservatory of Music (Canada).
MNepeyncneHHble opraHm3aumnm
NpeaocTaBNSAOT CEPTUPHMKATBI U ANMNIOMBbI,
KoTupylowmecs Bo Bcem mupe. Mo nx
nporpaMmmam paboTaloT He TONbKO B
cTpaHax [lepcracKoro 3annBa, a Takxe

B Kutae, MHanu, AnoHun, AMepurKke u
EBpone. B gaHHbIM Nnepuoa nuanpyowme
no3uuum 3aHnmaeT ABRSM u Trinity,

Ha KOTOPbIX Mbl OCTaHOBUMCS 6onee
noapo6Ho. O6e opraHM3aLUmMn HaxoanTcs
B JToHaoHe. Odwuc Trinity-konnexa
pa6otaet ¢ 1877 r. [Nporpamma ABRSM
TaKXe U3BECTHa AIUTEeNbHOE BpeMS (YKe
okono 120 nert), kypupyetcs JIOHOOHCKOM
KOPONEBCKOW aKafeMnen My3blKu,
KoponeBCKMM My3blKanbHbIM KOJIEAXKEM B
JloHaoHe, KoponeBcKon KoHcepBaTopuen
B LLloTnaHamm, a TakKe KoponeBcKkum
ceBepHbIM Konneaxem B MaHyecTepe.
MNpencraBuTenbCTBa NPOrpaMm €CTb Ha
BCeX KOHTUHeHTax B 6osiee 4eM 80 cTpaHax
Mupa.

OCHOBHOW LieNblo cBOEN
neatensHoct ABRSM u Trinity Ha3biBatloT
«onynsipusaumto npodeccroHanbHOro
o6pas3oBaHus, HETKYIO OpraH13aLmto
MOTMBALMU U MOCTAHOBKM LIEAN Y
yyallumxcsl, 06 beKTUBHOE PYKOBOACTBO
B Y/yYLIEHMM HAaBbIKOB, BO3MOXHOCTb
OLEHWUTb CBOM AOCTUMIKEHMS MO
MeXAyHapoaHoM WKane 6annos...» [1,

9]. XapaKTepHOMn YepTon AN Ha3dBaHHbIX
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CUCTEM SABNSIETCSA OTCYTCTBME y4eOHOM
nporpamMmbl, Habopa He0BX0AMMbIX
npeaMeToB U KONMYyecTBa 4acos,
OTBEAEHHbIX A1 3aHATUN B CEMECTP UK
y4eOHbIN roa. [letanbHO oroBapuBatoTcs
Habop TpeboBaHWM K KaHanaaTty Ha caady
3K3aMeHa, KpUTepmn oueHMBaHUSA U
penepTyapHbIn CNUCOK, BCS MHOpMaLmg,
CPOKM 1 UBMEHEHUS OTOOpParkatoTcs Ha
oduUMalbHbIX CalTax, a TaKxe B nNevyaTHoU
npoaykuuu [1, 2, 3].

KpuTtepuu oueHmMBaHus, NnpaBa
KaHauaata, yCnoBus NpoBeaeHns
3K3aMeHa 1 NPOAOIKUTENBHOCTD,
TeXHUYecKkue TpeboBaHms K MecTy
NpoBeAEHNS 3K3aMeHa, a TaKKe apyrue
HI0AHCbl YETKO 3adUKCUPOBaHbI B
crneumanbHbIX MPOrpamMMHbIX GyKneTax,

a TaK¥e B MHCTPYKLMAX MO NOAroToBKe

K 9K3ameHy. TpeboBaHNS NepUoanYecKHn
o6HoBAsATCA. TaK, K npumepy, B ABRSM
TpeboBaHuMa K caatolmm doptenmaHo
NM3MEHSIOTCA KaXkable noatopa roaa,

ANS CTPYHHbIX MHCTPYMEHTOB BYKNEThI
nepeunsgatoTcs pa3 B YeTbIpe roga

UT. a.[4]. UBMeHeHUs B OCHOBHOM
KacaloTcsa penepTyapHoOro crnvcKa.
Tak»Ke opraHn3oBbIBaOTCA MacTep-
Knacchbl, CEeMWHapbl 1 apyrue obyyatowme
nporpamMmbl Ans neaaroros, paboTaloLinx B
JaHHOW cucTteme.

lNocne caayn aKk3amMeHa B Te4eHue
Hedenn — Mecsila BbiCblIaloTCs
KOMMEHTapMKN 3K3amMeHaTopa C OLleHKaMM
Nno CeKUMsaM, COCTaBNSIOWMM 3K3aMeEH,
cepTudurKaTbl NpoLIeaWnM 3K3aMeH
BbICbl1AlOTCS Yepes3 HECKOJIbKO MeCsLEeB.

[ns nonyyeHns ceptudunKata ak3ameHa
Heo6xoanMMo HabpaTb NPOXOAHOE
KOJIM4ecTBO 6assioB (B KaXKon cucteme
CBOSl WKasna, HO pe3ynbTaT JAO/MKEH nonactb
B Kateropuu: Distension, Merit, Pass). B
3aBMCUMOCTH OT HabpaHHbIX 6an10B, Aaxe
BHYTPW OJHOW KaTeropuu, Npucyaaetcs
onpeaeneHHoe KONMYeCTBO «KPeanToB»,
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KOTOpPbI€ Y4UTbIBAKOTCS MPKU MOCTYMJIEHNHA
B My3blKa/lbHbl€ Y TBOPYECKUE y4ebHble
3aBefileHuns pa3HbIX CTpaH Nno BCEMY MUPY
(Npu ycnoBumK UX COTPYAHUYECTBA C laHHOM
CUCTEMOW).

Ha aK3aMeH 4195 KOMUCCUMN HYXHO
npenocTaBmUTb HOTbl UCMONHAEMOM
nporpamMmbl, ornpeneneHHoro (yKkasaHHoro
B YC/IOBUAX) n3aaTeNibCTBa U pelaKkLnu.
Becb xo 3k3aMeHa pUKCHMpyeTcd Ha
ayano Uin BUOEOUCTOYHUK. [JaHHble
3anuncu MoryT 6biTb UCMOSIb30BaHbI B
KayecTBe JoKa3aTeNbCTBa B C/iy4ae
06XKanoBaHWg pesynbTaTtoB 3K3aMeHa.
[MpucyTcTBME NOCTOPOHHMX, B TOM YUCIe
W negarora, B 3ane CTPOro 3anpeLeHo.
[ns NOAroTOBKKU K KaXX0M CcoCTaBNSAIOLWEN
3K3aMeHa UMeloTCs creymasibHble
KOMMNEKTbl yY4EOHUKOB, A€ MOXHO
HaWTK CNUCKN 3aaHWUi K BOMPOCOB No
YPOBHSAM, MPUMEPbLI 419 TPEHUPOBKK. K
NpUMepy, eCnr 3TO COOPHUK TEXHUYECKUX
ynpaxHeHWn (OTAeNbHbIM 415 KaXKaoro
YPOBHS), TO TyAa BKIOYEHbI raMMbl B
COOTBETCTBMM C TPeOGOBAHUSAMM, apneaxmo,
[Ipyrue akkopaoBble NocTpoeHns. Paaom
C KaX[blM NepevyncsieHHbIM BUOM CTOUT
MWUHMUMaJIbHO J0MNYCTUMOE TEMMNOBOE
orpaHuyeHue, WTpuxmK (K NpumMepy: nrpatb
rammbl CTaKKaTo 1 nerato). CneunanbHO
OTBE[lEHA CTPaHMLLa ONMMCaHMIO TOrO,

KaK cnefyet 3aHMMaTbCs MO 3TON KHUre
N KakMM 06pa3oM NponsBeneHns
[IOJI}KHbI NPO3BYyYaTb Ha 3K3aMeHE:
«Bce raMmmbl, apnegKmo n akkopabl
[OJIKHbI 6bITb MCMONMHEHbBI HAWU3YCTb,
aKUeHTyaLus JonyCKaeTcd TONIbKO
CBOWCTBEHHas cneundunKe NnocTpoeHus,
WCMOJIHAETCS neraTo (M APYrum LTPUXOM
B COOTBETCTBUU C TPEOOBAHUSMMN),
ncnosiHseTcsa 6e3 neganu, 4ONyCTUMbI
U3MeEHEHUS B anniuvKaTtype, eciiv a1o
o6ecneynT yaayHbli pesynbrart...» [D, 6].

B noco6usx no YTeHUIo € NUCTa yKalaHo,
KaKOM CNOXXHOCTU, ;O KAKOro KonmMyecTea
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3HAKOB M B KaKMX paamepax Moryt
OblTb NPOM3BEAEHUS, COOTBETCTBYIOLME
JaHHOMY ypoBHIO. Bce conytcTBytowme
NCMNONHUTENBCKOMY 3K3aMeHY TeCTbl UMeIOT
CHOCKY O TOM, YTO 3K3aMeHaTop MOXKET
CNpOCUTb MaTepuan npeablayumx ypoBHew.
Ha cantax [4, 6] TaK}Ke MOXKHO HanTh
3anuncu ak3aMeHalOHHbIX MPOU3BEAEHUN
B PEKOMEHAYEMbIX MHTEPNPETaLMAX K
NPUOBPECTU HOTHbIE COOPHMKKU ¢ CD-
BNOXEHUAMU. [1151 CaMOCTOATENbHbIX
3aHATUI, HanpUMep no NOoAroToBKe K
C/TlyXOBOMY aHannay, UMeloTCs B Npojarke
KOMMbIOTEPHbIE MporpaMmmsbl Ans
iOSdevices. Bce matepuarnbl NOCTOSIHHO
06HOBNAOTCSA, MHOrOO6pPa3ne nporpamMmm
YBE/IMYMBAETCS, YTO 0OYCN0BEHO,
KOHEYHO, KOMMEepPYECKON cocTaBsAoLLEN.
JK3aMeH y MMaHUCTOB B CUCTEME
Trinity MOXeT NPOXOAUTb B KaTeropusx:
dopTennaHo cosio, UCKYCCTBO
aKKOMMaHeMeHTa (C NATOro ypoBHS),
dopTennaHHbIn ayaT n aHcamb/b B LLECTb
PYK.
CeKumsa dopTtenmaHo coso pasgeneHa
Ha ABa otgena: 1 — 6a30BbiH,
COCTOUT U3 AEeBATU YPOBHEN; 2 —
npodeccnoHanbHbli, BKOYaeT TpU
ypoBHS. [Tocne NpoxoxaeHnsa ak3aMmeHa
KaXaoro ypoBHS BblAatoTcs cepTUudUKaThl
(6a3oBbIN, CPEAHWUN, BbICLLMN). IK3aMeH
Ha cepTudUKaT UMEET iIBe COCTaBNdAoLIMNE:
BO-NepBbIX, KAHAWAAT AOMKEH UCMOTHUTD
KOHLIEPTHYIO NporpaMmmy; BO-BTOPbIX,
eMy Heo6Xxo0aAMMO NPefoCcTaBUTb
MUCbMEHHYIO aHHOTALMIO K UCTOJIHAEMbIM
npousBefeHusM. TakKe MOXKHO caaBaTb
3K3aMeHbl Ha MoJlyd4eHne amnioma
NCNONMHUTENS (KJTACCUYECKON MY3bIKH,
[xKas, Non) v y4utens mysbikuns,

Kaxabl U3 geBaTH 3K3aMeHOB
6a30BOro ypoOBHSA COCTOUT U3 YETbIPEX
yacTen, a MUMEHHO:

3 TaKe MOXHO cfiaTb IK3aMeHbl Ha Nony4YeHue
KBanMdUKaLMK yUUTeNd TEOPUM U KOMMO3ULLUK.

1. TexHuyecKas, B KOTOPOW OOIKHbI
ObITb UCMOJIHEHbI FAMMbI, apneayuo K
Apyrue BUAbl TEXHUYECKMX YNPaXHEHUN (B
3aBUCUMOCTHM OT Grade 3K3aMeHyeMoro).
YnparKHeHUs npeacTaBastoT cobom
HebosblUKe 3TIoAbI, N0 [1Ba Ha pa3/inyHble
BUAbl TEXHWUKU, IK3aMEHYEMbIN JOMKEH
BblGpaTb M3 LWECTU BO3MOXHbIX BapMaHTOB
TPY Ha CBOE YCMOTPEHMUE.

2. WcnonHexue Tpex nponsBeaeHnmn
no BbI6GOPY KaHanaaTa n3 GUKCUPOBAHHbIX
CMUCKOB, BKJTIOYaOLWMX NMPOU3BEAEHUS
pasfinyHbiX GOPM U KaHpoB. Kak
a/ibTepHaTUBa TPETbEMY MPOU3BEAEHUIO
MOET 6bITb MCMONHEHO COOCTBEHHOE
COYMHEHME.

3. Teopus My3biKu (HA60Op
TUMUYHBIX BOMPOCOB W KPYr TeM YKa3aH
B Tpeb0oBaHMUSX K KaxXaoMy YPOBHIO
OTAENbHO).

4. YteHue c nncTa (yqawemycs
npeanaraeTca NpUMoopecTu crneuymanbHble
CO0PHMKM AN TPEHUPOBKM OCHOBHbIX
CIIOXHOCTEN NO YPOBHSAM, HO Ha 9K3aMeHe
UCNOJIb3YOTCH ApYyrMe matepualibl Ha
BbIOOP 3K3amMeHaTopa).

5. CnyxoBoW aHanus, KOTOpbI
BKJ/IIOYAET 3JIEMEHTbI COSIbPEAKMN0, TEOPUMN.
6. WmnpoBusauua (napamMeTpbl and

KaXaoro ypoBHS yKa3saHbl).

N3 nocnegHnx YeTbipex cOCTaBASIOLLINX
3K3aMeHa (4TeHue ¢ nucTa,

TEOpPUs My3blKK, CTYXOBOM aHanus,
UMMNPOBM3aLMS) A0 NMATOr0 YPOBHS
BKJ/IIOYUTENBHO 3K3aMEHYEMbIN MOXKET
BblGpaTb M0 CBOEMY YCMOTPEHMUIO ABA
Hanbosiee KOMPOPTHbIX TecTa. C wecToro
YPOBHS 370 B 0653aTe€/IbHOM MopsaKe
JOMKHbI 6bITb YTEHWE C JIUCTA U CIYXOBOW
aHan3 (KOTopbli MOXKET ObITb 3aMEHEH
TONbKO Ha UMMPOBM3ALMIO).

Cucrema ypoBHew (Grade) ABRSM
coBnapgaert ¢ Trinity, 34ecb TaKKe nocne
NnpoxoxaeHust BocbMoro Grade BO3MOXKHO
caBaTb 3K3MeEHbI Ha AUNJIOM nejarora,
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WMHCTPYMEHTaNncTa,/BoKaamncTa uiu
KOHLLEPTHOIO UCMOJIHUTENS. IK3aMeH ANs
nMaHncToB B ABRSM BO3MOXEH TONLKO B
MCMNOSIHEHUW COJIO U COCTOUT U3 CrieaytoLmnX
yacTeun:

1. TexHunyecKas, KoTopas
npeacrtaBneHa pas3nMyHbiMM raMMamMu
n apneauno. CTOUT OTMETUTb, YTO
TEXHUYECKOE pa3HoO6pa3mne 1 06bem
TpebyeMbIx TOHa/IbHOCTEN 34eCh 6ONblLUE,
yem B Trinity, ogHaKO OTCYTCTBYIOT
yrpaxKHeHus.

2. WcnonHeHune nporpaMmmbl. 3aecb
TaKXe HYXKHO BblGpaTb NO 0AHOMY
NMPOU3BELEHUIO U3 CMTUCKOB «A», «B», «C»,

3. YteHue c nucTa. K Kaxkgomy
YPOBHIO U3[aH cneunanbHbli COOPHUK ans
NOAroTOBKKU 3K3aMEHYEMOro.

4. CnyxoBOW aHanu3, KOTOPbIN
NOMMMO CONbGEeKNPOBAHUS U MPOBEPKHU
c/yxa BKJIto4aeT B cebs aHanus
MY3blKanbHOro CTUNSA U GOPMbI.

5. PeneptyapHble cnuckn ABRSM u
Ttinity npubnunaunTenbHo oanHaKoBbl [3, 4]
1 BKJIIOYAIOT MPOn3BeaEHUs eBPONENCKOM
Knaccuku (B. MouapT, J1. beTxoBeH,

W. fanan, W. bax, I". lenaens, A. Ckapnatty,
®. WoneH, P. WymaH, K. Ae6iocecu v ap.),
HepeaKo BCTPeYaloTcs NpomM3BeaeHUs
PYCCKUX U COBETCKMX KOMIMO3UTOPOB,
Takunx Kak: M. [MuHKa, A. bopoauH,

. WocTtakoBuy, C. Npokodbes, .
KabaneBcKknit 1 ap. TakKe LWMPOKO
npeacraBfieHbl COMMHEHUS aBTOPOB XX B.
(X. XeHue, O. MeccuaH, A. LLleH6epr), u,
KOHEYHO, aKLLeHT AenaeTcsd Ha TBOPYECTBO
COBPEMEHHbIX aMEPUKAHCKMX, KUTANCKMUX,
aBCTPa/IMMCKMUX N €BPOMNENCKNX aBTOPOB
(3. Buy, H. Popem, 3. MunbH, JIn Manrxm v
Ap.)

B cuny CNnoXMBLUMXCSH UCTOPUYECKMX
COObITUM My3blKa/ibHOe 06pa3oBaHue B
cTpaHax bnunxHero BocToka HaxoauTcs
B CTaAuu CBOEro CTaHOBJIEHUS.
HauuoHanbHbIM noaxod He chopMUpoBaH
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W NOKa 3aMMCTBYETCH N3 EBPONENCKOIO
N aMepUKaHCKOro o6pasoBaHus.
MNeparorn4ecKknn coctas y4eOHbIX
3aBefleHUN MHTepHaLUMOHaneH, 4to,
HECOMHEHHO, o6orallaeT KynbTypHoe
pa3BuUTHUE, HO IOMUHUPYIOLLLEE XKeNlaHne
yyallmxcs ciaBaTb MEXAYHapPOAHble
3K3aMeHbl (no Tnny ABRSM u Trinity)
CTaBUT X0 06Y4YEHUS B KECTKME paMKK
TpeboBaHWM AaHHbIX OPraHn3aLIni.
B pesynbrate Ha npakTuKe nobble
OTKJIOHEHWS OT NMPOMNUCAHHbIX YC/IOBUM
NPUBOAAT K HEraTMBHOMY pe3ynbTaTy.
TakXe HeManoBaXHbIM MOMEHTOM
SIBNSETCS NOSHOCTbIO KOMMepPYecKas
OCHOBa, KaK 06pa30oBaHus, Tak U y4acTus B
3K3ameHax. M yacTo Ha npaKTuKe negaror
HEe PYKOBOAWUT MPOLLECCOM OBY4EeHUS
CTyEeHTa, a 3TO MOTYT AeflaTb ero poanTenu
WX HENOCPEOCTBEHHO CaM CTYAEHT.
B aToM cnyyae uenbto y4e6HOro npotecca
CTaBUTCS He NOCTENeHHoe 0byyeHune
W OBNaJeHne HaBblKaMy MacTepcTBa,
a CKopeMnLas cjadya BceX BO3MOMKHbIX
3K3aMeHOB MO Bbi6paHHOM CUCTEME.
lMoBoAOM 7191 3TOr0 MOTYT pas/inyHble
CYyOBEKTUBHbBIE MPUYNHBI, KOHKYPEHLMS
aMOULIMI M HEXKeNTaHWe NNaTUTb 3a
ANUTENbHbIM U BECbMa AOPOroCTOSILUM
npouecc o6y4eHus.

B aToM nogxofe ecTb CBOM JOCTOMHCTBA,
T. K. 1111 MHOTUX MUTPUPYIOLLLMX
MHOCTPaHHbIX CEMEN 3TO WaHC, BHE
3aBUCUMOCTM OT CTpaHbl NPebbiBaHKUS,
npogomKaTb 06y4yeHne B onpeaeneHHoM
Temne v nNo U3BeCcTHOM nporpamme. Ans
MECTHOIO HaceneHnsa — 3T0 CTUMYN K
3HaKOMCTBY C €BPOMNENCKOM Knaccu4eCcKom
My3bIKOW. C TOYKM 3peHus negarora — He
TpebyeTcs HUKaKON MHULMATUBI, a TOJIbKO
b 6yKBanbHoe crefoBaHWe npaBuiam
NOAroTOBKN N peKoMeHaumMaM B HOTHOM
TeKcTe. OTctoga BeCbMa 3aKOHOMEPHO,
4YTO Al@aHHas CMCTEMa He BocnuTana Ha
CerogHsWHNM AeHb NCNONHUTENEN C
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MWPOBbLIMW UMEHAMMU.

KaKk BngHo, NnpuBeaeHHbIe Bblille
MOeNnn 06y4eHunst HeNb3s OTHECTH K
o6pasoBaTe/ibHbIM NporpaMmMam, ux Lenb
CKOpee npoBepoYyHas, aTTectTallMoHHas.
YBbI, pacrnpocTpaHeHHOW NPaKTUKON
4acTo CTAHOBUTCS yB€YEHME TONbKO
NOAroTOBKOW CTYAEHTOB K 3K3aMeHaM,

CnucoK auTeparypbl:

B pe3ynbTarte Yero KpamHe 3aTpyaHEHO
NOSIHOLIEHHOE Pa3BUTME MYy3bIKaHTa.
CneactBmeM TOro, YTO CNUCKKN TpeboBaHMM
W NPOM3BEAEHUI BECbMaA OrPaHNY€EHbI

N YHUBEpPCalbHbl, MHAWBUAYANbHOE,
NocTeNeHHOEe U rapMOHMYHOE pa3BUTUE
MY3blKaHTa-UCNONHUTENS CTAHOBUTCS
HEBO3MOMXHbIM.

1.  Taylor, Clara These music exams. A guide to ABRSM exams for candidates,
teachers and parents [Text] Clara Taylor ABRSM, London, 2005. 56 p.
2. Exam information and regulations (international edition) ABRSM, London,

2012.38p.

3. Exam information and regulations (international edition) ABRSM, London,

2012. 40 p.

4. OdwuunansHbiv cant ABRSM [B UHTepHeTe], 2015 r. [LMTMpoBaHO:
20.12.2015] URL: http://bh.abrsm.org/en/home [aHrn. 53.]

5. Piano syllabus 2013-2014 ABRSM, London, 2012. 40 p.

6. OduumanbHbin cant Trinity [B MHTepHeTe], 2015 r. [UuTrpoBaHo:
25.12.2015] URL: http://www.trinitycollege.co.uk/site/?id=263 [aHrN.q3.]

7. Piano syllabus 2012 — 2014 Trinity College London, 2011. 68 p.
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\ 4

K NIPOBJIEME

[MPODEC-

CUOHAJIBHOIO
YXOJIA 3A
MEBYECKUM
roJIOCOM

I'YJIbAAHA CAINNAPTAJIMEBA
(Anmatbl, Kazaxcran)

K NPOBJIEME NPO®ECCUOHAJZIbHOIO YXOAA 3A NEBYECKUM rojiocom

AGcTpaKr

Kapbepy aenatoT TBOPYECKM OAEPKMMbIE U 3A0POBbIE aKTEPbI, KOTOpbIe Bcerga B popme 1 roToBbl B nto6oe
BPEMS UCTIONTHUTb NtOGYI0 MapTHIO CBOEro aMnnya.

AKTepy He06X0IMMO cObI0AaTb NPaBuUia rMrMeHbl roaoca, PEXMUM NUTAHWUA, PEXKUM 3aHATUI, TO eCTb
npodeccuoHanbHO OTHOCUTLCS K CBOEMY rOSI0CY, ANCLMIIIMHUMPOBATbL €ro.

[nsi coxpaHeHwus LieHHbIX CBOMCTB TeMGpa rosioca Haao o6eperath ero ¢ paHHero Bo3pacta, To eCTb € AeTCcTBa.
Bce M3aMeHeHUs, Nponcxoasiline B OpraHn3mMe, Tak unv MHave BAusaioT Ha rosoc. O6Liee COCTOSAHUE 30POBbS
WMHOraa onpeaensieT BO3MOMXKHOCTb 3aHATUI NEHUEM.

MpK HeKOTOPbLIX 3a60NeBaHNUAX CEPALLIA U NErKMX NEeTb BOOOLLE HeNb3s. MNpn Bcex XPOHUYECKUX 3a601EBAHUSX,
BbI3bIBaOLLMX O6LLYIO CN1aboCTb, HEAOMOraHWE U BANOCTb, 3aHATUA NEHUEM He ByayT Pe3ynbTaTUBHbLIMMU.
3aboneBaHus, BO3HUKLLIWE OT HENPABWILHOIO NOJIb30BAHUS FOIOCOBbLIM annapaToM, NPUHATO Ha3biBaTb
npodeccuoHanbHbIMU. OCHOBHbIMW NPUYUMHAMMK ABASIIOTCS: Neperpy3Ka roflocoBoro annapaTa Ype3amepHon
paboToi, Heymesnoe Nosib30BaHWe UM, HenpaBWibHbIE HAaBbIKK r010C006Pa30BaHKs, NeHWe B 60NIbHOM
cocTosiHMK. Oco6bIi Bpes ronocy NpUHOCHT ynoTpebneHne ankorons v Tabaka. OHu pasaparkatoT CIM3UCTYIo
060/I04KY, 4TO NMPUBOAUT K XPOHUYECKMM BOCNANUTENbHBIM NPOLIECCAM.

3HaHue, aHepreTKa, ob6asHue, IyXOBHOCTb, BOJISA, TPY/Z, — BOT KA4€CTBa, HEOOXOAWMbIE aKTepy. A perynsipHo
co6nofas NpaBuIa U PEXUM FMrMeHbl roioca, akTep CTaHOBUTCS YBEpPeHHee B cebe, JyMaeT TONbKO O
TBOPYECTBE.

KnioueBble cnoBa: ronoc, TeMG6p, AManasoH, MyTalus, TMrMeHa ronoca, PeXum.

AAYbIC TMTUEHACDIH 3EPTTEY MACEJIENIEPI

AGcTpakr

[aybic TeMOPIiHIH KYHbl KACUETTEPIH CaKTay YLiH OHbl epTe acTaH, AFHM 6ananblK LWaKTaH KopFay KepeK.
[JaybICTbl KOpFay AereHimi3, on-gayblC rmrueHacsl, TaMaxkTaHy TapTibi, ThiMAI KypbiiFaH cabaK yaKbITbl, AFHU
naybiCKa Kacibu TypfFblaH KyTiM AereH MafbiHaHbl 6ingipeai.
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Ar3ajga 6onaTbliH 6ap/iblK ©3repictep Kanamn ga 60/CbIH AaybiCKa acep eTefi. JeHcayNnblKTblH Kanrbl arFqanbl

Kenge oH auTyMeH avHanbliCy MyYMKIHAIMH aHbIKTanabl.

HYpeK neH eKkneHiH Kenbip aypynapbl 6apbiCbiHAa MYNAEM OH anTyFa 601Manabl. Xannbl a1ci34iK,
CbIpKaTTaHy XaHe CblN6bIpNbIKTbI TyAblpaTbiH 6apblK Co3blaManbl aypynap 6apbiCbiHAa 9H aNTyMeH anHanbicy
HaTuKeni 6onmanapl. [aybic annapaTbliH Aypbic NanjanaHb6aygaH TyblHAaFraH aypynapabl Kociou aypynap

Aen atay KabbingaHraH. Herisri cebenTep: WwamagaH TbiC XKYMbICNEH AayblC annapaTtblH apTblK XKYKTEY, OHbl
MKEeMCIi3 NananaHy, gayblC Woifapy 6apbiCbiHAa AYPbIC EMEC aic-Tacingepai KonaaHy, ayblpraH Karganga

9H anTy 60onbin Tabbinaabl. [laybicKa epeKlle 3anangbl iliMaik neH TeMeKiHi KongaHy akeneai. On wbipbIWThl
KabaTTbl TITIPKEHAIpin, co3bliManbl KabblHY YaepicTePiH Tyablipaabl.

AKTepre KaxkeT KacueTtTep - 6ifiM, KyaT, acephifik, epik, eH6eK. An faybiC KYTiMiHIH epexXenepi MeH
rMrMeHacblH TYPaKTbl CaKTal OTbIPbIN, aKTep 63 MYMKIHAIKTEPIHE ceHiMai 60nabl XKaHe TeK LWblFapMallbl/iblK

Typanbl TONfFaHaabl.

Tipek ce3aep: aybiC, TEMOP, AManasoH, MyTaLua, AaybIC FTMrMeHachl.

ON THE ISSUE OF PROFESSIONAL CARE FOR THE SINGING VOICE

Abstract

Career is made by creatively obsessed and healthy actors who are always fit and ready to perform any role of

their rangeat any time.

An actor should practice healthy voice hygiene, diet, activity schedule, i.e. he should have a professional

attitude towards his voice, and discipline it.

To preserve the essential properties of the voice quality it is necessary to protect it from an early age, starting
from the childhood. All changes taking place in the body either way affect the voice. General state of health

sometimes determines the possibility of singing.

In certain heart and lungs conditions singing is not recommended at all. In case of all chronic diseases

that cause general weakness, malaise and apathy singing classes will not be effective. Diseases caused

by the improper use of a vocal apparatus are called professional. The main causes are: overload of a vocal
apparatus by the excessive work, improper use, wrong vocalization skills, singing in a sick state. Alcohol and
tobaccoare particularly harmful to the voice. They irritate a mucous membrane and that leads to the chronic

inflammatory processes.

Knowledge, power, charm, spirituality, will, diligence - these are the qualities necessary for an actor. Regularly
observing rules and voice hygiene helps the actor to become more confidentand concentrate on the creativity.
Key words: voice, tone, range, mutation, voice hygiene, regimen.

Y10 TaKoe ronoc? Ero onpeaensoT no
COBOKYMHOCTM MPU3HAKOB: N0 TEMODY,
Teccutype, AManasoHy, NnepexoaHbiM
HOTaM ¥ MPUMapPHOMY 3BYHaHUIO CPEAHENO
pervcTpa. Paznnyune teMbpa o4eHb
pa3HO06pa3HO, HAaNPUMeEp: ropoBOw,
HOCOBOW, FPYAHON, 3aTbI/IOYHbIN,
ropTaHHbIW U T. . YO0OHas TOHaIbHOCTb
NO3BOJISIET BbIIBUTb ECTECTBEHHbI TEMOP
1 paboyni gnanasoH. Pabouunm guana3oH
— 3T0 TOT 06bEM 3BYKOB, KOTOPbIM MOOLLINK
BOCMNPOMN3BOAUT 6€3 0COObIX 3aTPYAHEHUN
N KOTOPbIM MY NPUBbLIYHO NONb30BaTbLCH.
[ToaTomy ronocoBble AaHHbIE ApYe
NposiBNSAOTCA TOraa, Koraa BoKasbHoe
NPOU3BEAEHNE HETPYAHO AN UCNONHUTENS,
K MPUMEpY: UMEET YMEPEHHbIN TeMI,
HECNOMXHbIA PUTMUYECKHUA PUCYHOK W,

rnaBHoeE, PacneBHbIM (KAHTUNEHHbIN)
xapaKTep. B yio6HOM TeccuUType aKTep
OyaeT HeNpUHY>KAEHHEE U eCTeCTBEHHEEe
neTb, 1 NO3TOMY ApYe onpeaenunuTcsa Temop
W TUMN ero ronoca.

Korga BennMKoro utanbsHCKOro apTucTa
Tomaso CanbBMHW CNPOCKUIIN: «HTO HYXKHO
[I19 TOro, YToObl ObITb TPArMKOM?» — OH
oTBETWUI: «HYXKHO MMETb rosioc, ronoc
n ronoc!». NMOHATb CYLWHOCTb 3TUX CIIOB
MOHO TOJIbKO Ha NpaKTUKe, TO eCTb
No4yyBCTBOBATb 3TO YEPE3 COOCTBEHHbIE
MblleYHble owylleHnd. Korga owyuwaelb
T€ BO3MOHOCTH, KOTOPbIE OTKPbIBAET
XOPOLO NOCTaBJIEHHbIN MOJI0C, MOTYL MK
BbINOMHWUTb NPeAHa3HayYeHHble eMY CaMOWn
npupoaon GyHKLUMK, Torga U CTaHoBUTCA
ACHbIM IMYOGOKUIM CMbICIT U3PEYEHUS
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Tomaso CanbBuHM [1, c. 215].

«bbITb B ronoce!» — Kakoe 61a*KeHCTBO
ans aktepa! HyBcTBOBaTh, YTO MOMKelllb
yrnpaB/isiTb CBOMM 3BYKOM, YTO OH
NoBMHYyeTCA Tebe, YTO OH 3BYYHO U
CUNbHO NepeaeT Bce Malenlne getanu,
nepenuBbl, OTTEHKK TBOpYecTBal.. «bbITb
He B rosoce!» — 3710 My4yeHbe /15 aKTepa.
YyBCTBOBATb, Kak OH He NOBUHYeTCH Tebe,
He JofieTaeT [0 3ana, NepenosiHEHHOro
cnywarensamu! M Boo6Lle He gaet
BO3MOXHOCTHU MPOSABUTb TO, HYTO TaK APKO,
rny60oKO 1 HEBMAMMO CO34aeT BHYyTpeHHee
TBOPYECTBO, HEMPEPLIBHO NoAAepHKMBas
KOHTaKT co 3putensmu. Moatomy ronoc
OKa3blBaeT 60/1bLIoe B/IUSIHUE Ha
AeATeNbHOCTb aKTepa.

Hepenko 6bIBaET, 4TO y aKTepa
NPUPOAHbIM KpacuBbI MO TEMOPY, TMOKUI
No BblPa3UTE/IbHOCTU, HO HUYTOXHbIM MO
cune ronoc (OTcyTcTBUE OMNOopbl, TO €CTb
[bIXaHWs), KOTOPbIX eBa C/iblleH B NATOM
psay naptepa. OT aToro 3puTe/b Ha4yMHaeT
CKyYaTb, HEOPEXKHbIN Kalleflb, pa3roBop
MeLlaeT NepeXxMBaHUIO akTepa, OT4ero oH
HayMHaeT GopcMpoBaThb 3BYK.

bbIBalOT 1 TaKKe rosnoca, KoTopble
XOPOLLO ClbllWHbI B TeaTpe Ha camoMm
BbICOKOM WJIM Ha CaMOM HU3KOM perucrpe,
npu NOJSIHOM OTCYTCTBUU CpeaHero, a
OCHOBHOE€ paboyee COCTosHME rosioca
HaxoauTcs B cpeaHem peructpe. MNpu ero
OTCYTCTBWM rofIoC Konebnetcs, NopTuTCs
TEMOP 1 BbIPpa3nUTENbHOCTb NMEHUS.

B TpeTbeM cnyyae 6bIBalOT aKTepbI,
KOTOPbIE XOPOLLW BO BCEX OTHOLLEHUSX.

To eCTb C CUNbHBIM, TMOKUM U
Bblpa3uTesbHbIM 3BYKOM, C 60/bLLINM
AvanasoHoM, HO TEMOBP ronoca HeNnpUsaTeH
W JINLLEH BCSKOro 06asiHus.

[na coxpaHeHUs LLeHHbIX CBOMUCTB
Tembpa ronoca Hazo obeperaTtb ero ¢
paHHero Bo3pacTa, TO eCTb C AeTCTBa.
lMocKonbKy rosioca AeTen cylecTBEHHO
OT/IMYAIOTCA OT rosI0COB B3POC/IbIX, OHU
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MMEIOT BbICOKOE ro/I0BHOE 3BY4aHMe.

o copepxaHuto 06epTOHOB OHU BegHee
ros10CoB B3POC/bIX, HO OTIMYAOTCSH
60/ibllen 3BOHKOCTbIO U «MONETHOCTbIO.
Takue cBoncTBa TEMOpa, KaKk
cepebpuncToCTb M 3BOHKOCTb, NpUaatoT
[JETCKUM rojiocam 0cobyio npenecTb.

MNocne 12 neT AETCKUMN OpraHn3m
nepexoauTt B Nepuos nososoro
CO3peBaHus, BO BPEMS KOTOPOro
NMPOUCXOANT ero rMyboKas nepecTpomrKa.
B cBs13M ¢ 3TMM BO3HUKAIOT UBMEHEHUS
W B rofIocoBOM annapare. MeHsaeTcs
aHaToMug ropTaHu. YBenmymBaeTcs
NPOCBET TPaxen 1 6POHXOB, MybuHa 1
BblCOTa TBEPAOro Heba (y Manb4ynKoB),
pas3BMBaeTCs NOABUMKHOCTb MSATKOIO Heba,
n3meHsieTcs popma poToBOM U MMOTOYHOM
NosI0CTH, YBENUYMBAETCS 06 BHEM ITUX
nonocrten. NponcxoamT cMmeHa ronoca
— MyTalms, TO eCTb Nepexos AeTCKOro
ronoca BO B3poc/bii. MyTauunsa npoteKkaeT
OYeHb PasnMyHo. B 0gHKX 1 TeX e
KIMMaTU4ECKUX YCNOBUSAX, B 3aBUCMMOCTH
OT UHAMBUAYaNbHbIX 0COBEHHOCTEN
opraHuaMa, MyTaLms MOXET OblTb paHHEWN
(c 11 neT — MaKCUMyM [0 2-X Heaesnb)

Wnu 3ano3ganon (no3xe 17 net). 310 —
OTK/IOHEHME OT 06LLEN 3aKOHOMEPHOCTH,
aHoManuu mytauum [2, c. 77-T79].

CmeHa rosioca y Malb4nMKOB U EBOYEK
NPOUCXOANT PasnnyHo. 3TOT NnpoLecc y
[EeBOYEK NPOTEKAET MEeHee 3aMeTHO 1
MeHee 60J/IE3HEHHO, YeM Y Mallb4MNKOB,
NOTOMY 4TO 06bl4HO OH pa3BMBaETCA
NOCTEMNEHHO. Y Manb4ynKOB XKe
HabnogaloTes pe3Kkne, CKavykoobpasHble
U3MeHeHus B ronoce. lonoca MmasibyMKoB
BO BPEMS MyTaLlMKU MOHUKAIOTCS Ha
OKTaBY, Yero He NPoucxoauT € ronocamMmu
[eBOYeK. AB/IEHNUS MyTaLMOHHOW CTanMu
— YCUNUBLLASACH OXPUMIIOCTb M CUMNOTA,
60Ne3HEeHHbIE OLLYLLIEHNS — HE TOSIbKO
3aTPYOHSAIOT NeHne, HO U fienatoT ero
B HEKOTOPbIX C/ly4asix HEBO3MOKHbIM.
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3HauyunTeNbHO yKOpavymMBaeTcs aManas3oH
JeTcKoro ronoca. [ogpocTkM BO Bpems
MyTauuu 0OblYHO MOKOT OYEHb TUXO U
OCTOPOXKHO, 6053IMBO, HEBO/LHO LWAaAs
CBOW rof1ocoBOWM annapar, 6bICTPO
yTomnsitoTcs. BoiiBnsas n obeperas ronoc,
MOHO COXPaHUTb €ro NoIoXMUTENbHbIE
KayecTBa Aaxe nocne myrauuu.

Bce nameHeHus, nponcxogsiwime B
OpraHu3Me aKTepa, Tak Uin nHavye BAUaIoT
Ha ero rosioc. O6uiee COCTosHNE 340POBbS
WHOraa onpeaenser BO3MOXHOCTb 3aHATUN
neHuvem. [Npu HEKOTOPLIX MOPOKax cepaua
1 3a60/1eBaHUNAX NErKMUX NETb HENb3S.

Mpu BCEX XPOHUYECKNX 3a00NEBAHUSX,
BbI3bIBaOLLIMX 0OLLYIO C/1abOoCTb,
HeoMOraHWe 1 BAIOCTb, 3aHATUSA NEHNEM
He 6yayT pe3yNbTaTUBHbIMU.

[0/10C xOpoLWo 3BY4YUT TOrAa, Koraa
aKTep 340poB, 604p U B XopoLlemM
HacTpoeHun. OT HacTPoeHUs CTyaeHTa
0OYeHb YacTo 3aBMCHT KA4YeCcTBO YpoOKa.
Korga yenoBeK B XOPOLIEM HACTPOEHUMH,
eMy xo4eTcs neTb. Ecnuv e oH noaaBneH,
pPacCTPOEH, YrHETEH, TO 3aHATUSA
NPOAYKTUBHbIMK He 6yayT. HacTpoeHue —
3IMOUMOHasIbHasa HacTpoMKa — BAUSET Ha
aKTUBHOCTb HEPBHOW CUCTEMbI U Ha 06N
TOHYC OpraHu3ma.

3aboneBaHus, BO3HUKLLNE OT
HenpaBW/IbHOIO NOJIb30BaHWS rON0COBbLIM
annapaToMm, NPUHATO Ha3biBaTb
npodeccnoHanbHbiMK. UX OCHOBHbIE
NMPUYUHBbI — NEperpy3Ka rolocoBoro
annapara 4ype3MepHon paboTon, Heymenoe
nofb30BaHne UM, HenpaBUibHblE
(BpeaHble) HaBblKM ron0coo06pa3oBaHmg,
neHne B 60/1bHOM COCTOSIHUW.

PacnpocTpaHeHHbIM 3a60/1EBaHUEM
cpeau akTepoB ABNSETCS TaK Ha3biBaemas
doHoacTeHus. [pn Hem 6€3 UBMEHEHUMM
B ropTaHu HapyLlaeTcs npoLecc
ronocoobpasoBaHus. PoHoacTeHus
CBfi3aHa C HEPBHbIM MEPEYTOMIEHNEM
ros10CcoBbIX OpraHoB. *anobbl: 6bicTpas

YTOMASIEMOCTb, FOJ10C 3BYYMT HE BO BCEM
InanasoHe, NoABNAOTCS «MYCTble» U
«3aBya/IMPOBaHHbIe» 3BYKM, yXyaLlaeTcs
Temo6p ronoca. OlwyueHns: HETOBKOCTb,
KXKEeHWe, nepleHne, CyxoCTb, XKefaHune
oTKawnatbes. OcnabneHHoe HaTsaxeHne
rOMI0COBbIX CKNAA0K MOXET NEPENTU B UX
HeCMblKaHue.

HecmbikaHne MOXKET ObiTb
camocTosATe/IbHbIM 3a60/1eBaHUEM.

OHO NPOXOAMUT B OCTPOM U XPOHUYECKOM
dopmax. OcTpoe HeECMbIKaHWEe BO3MOXHO
B T€YEHME HECKO/IbKMUX AHEN, MAKCUMYM
[10 2-X HefelNlb. XpOHUYECKOe HECMbIKaHWe
TAHEeTCH CBbllle 3-X HefeNb, 4acTo
NOBTOPSETCH, TPYAHO NOAAAETCH NEYEHUIO.
OCHOBHOW NPU3HaK: CUIbHbIX CUMJIbIN
NPU3BYK, N3-3a KOTOPOIro TPYAHO, a
WMHOrAa U HEBO3MOXHO CTAHOBUTCS NETb U
roBopuTb [2, €. 99-101].

TpeTbe — 3T0 y3enKoBble 3a60n1eBaHUA
roN0COBbIX CKIaoK. [leB4yeckue
Y3€JIKM — 3TO KPOLLEYHbIe OMNyXOu Ha
CBOOOJHOM Kpae rosiocoBbIX CKNaAoK.
MprYnHOM y3e/KOBbIX 3aboneBaHmm
OblBaEeT NeHne B 60/1bHOM COCTOSIHUU, BO
BPEMS MEHCTPYaLMN U HEMPaBUSbHbIE
HaBbIKW ronocoobpa3oBaHus. Hanoobl:
OXPUMNJIOCTb, NePLLEHME, OLLyLIEHNE
WHOPOAHOIO TeNa C eflaHMEM ero
yaanuTb. KpoBOM3NUAHME B rOSI0COBYIO
CKNTaKy MOXET NPOU30NTHN Y NEBULbI NPU
NeHun B MEHCTPYyasbHble AHWU. [010coBbIE
CKJTalKM CTaHOBSATCS po30BaTbiMU U
4acTo MOKPbIBAOTCH KOMOYKaMM CIIN3N.
KpoBeHOCHbIe cocyabl B 3TOT NepUo]
JIOMKMWE, MOXKET MPONU30MNTK paspbiB cocyaa
B CKnajke. [leTb BO BpeMs MEeHCTpyaLnu
KaTteropmyecku sanpeulaetca. Ocob6eHHO
BO 2—-3 geHb [2, c. 103].

Haunnyy4wnm nekapcteBom npu BCeX
OCTpbIX 3a601€eBaHUSX r0JIOCOBOI0
annapara ABASeTCs NOJIHbIM MOKOK,
CTPOruM peXnum MmondaHus. lNMocne
YCUIEHHOM pabOTbl F0JI0C CTaHOBUTCSH

145



60/1ee YyBCTBUTENbHBIM M BOCMTPUUMYUBBIM
(K obIMy, TabakKy, ankoro/to).

[MoMuMo npodeccroHabHbIX
3ab60neBaHUI CyLLLECTBYIOT NPOCTYaHbIE
3aboneBaHuns. 3T0 — HAaCMOPK, rpunmn,
aHr1MHa, BocnaneHue Tpaxeu, Kalenb U T. A.
[3,¢.670-673].

Hacmopk. [ocne neHus B Takom
COCTOSIHUM HacTynaeT AnuTeNibHoe
paccnabneHune ronocoBbIX MbillLl, U1
rofloc Hagosro TepsieT CBOK0 HACTOSALLYIO
3BYYHOCTb.

lpunn. Nocne Hero MOXeT J40SIro
HabnaaTbCs 0cnabieHHOEe CMblKaHWe UK
[laXke HeCMblKaHMWe rofocoBbIX CKIaA0K.

AHruHa. MNpn Hen cnu3nctas 060104Ka
FMOTKKW HaxXoAMTCSs NOYTU NOCTOSHHO B
BOCMNa/IEHHOM COCTOSIHUW.

BocnaneHune tpaxeun. Npu HEM
ocnabeBaeT COKpaTUTeNbHas Cnoco6HOCTb
MbILLL, TP@xeu 1 OT ATOro cTpagaet
KayecTBO ronoca, CHUxaeTcs cuna,
yxyawaetcs Tem6p. TpaxeuT ans neBuoB
cepbes3Hoe 3aboneBaHue [3, c. 674].

340poBbe — 3TO KOMDOPTHOE
COCTOSIHME opraHnama. lpuynHon
NPOCTYyAHbIX 3ab6oneBaHnin 6biBaeT
HenpuBblYHOE oxNaxaeHue. MNpeagynpeanTb
oxnaxaeHne MOXHO, caenaB Tesno
HEBOCMPUMMUYUBBLIM K MPOCTYAHbIM
3a6oneBaHnam. OCHOBHOE CPeacTBO
3aKannBaHus — BoAa, BO34yX M COJTHLE.
Mo cnosam B. CyBopoBa, TpeHMPOBaHHbIN
pa3BeayuK (a B HallleM cydae aKTep)
HUMKOraa He 6oneet. HyxHo cebs
KOHTponupoBaTtbh. HyxHO rHaTb 60/1€3Hb OT
Tena. Hawe Teno nog4nMHEHo Hallen Bone,
a yCUAMEM BOSIM MOXKHO BbIrHaTb N1t06Yt0
6onesHb [1, c. 237].

Kapbepy aenatoT TBOPYECKM
OAEPXKMUMbIE 1 300POBbIE aKTEPbI, KOTOPbIE
Bcerga B GopmMe 1 roToBbl B 11060€ Bpems
NCNONHWUTB NO6YI0 NapTMUO CBOEro amriya.
AKTepy Ans AOCTUKEHNS KapbepHOro pocTa
Heo6xoAnMMo cobtoaaTh NpaBuia rMrueHsbl
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ronoca, PEXMM MUTAHWUS, PEXUM 3aHATUN,
TO eCcTb NPOdPECcCUOHaNbHO OTHOCUTLCS K
CBOEMY ronocy, AUCLUMUNINHUPOBATb €ro.

K pernmy nuTaHmnsa oTHOCATCH KaKk
BpeMS nNpuema nuiim, Tak 1 ee KadyecTBo.
[epenonHEeHHbIN NULLEN KENYNOoK
orpaHM4YMBaEeT aKTMBHOCTb, CBO6GOAY
OBWXEeHUN anadparmbl U TEM CamMbiM
3aTpyaHSIEeT NeBYECKOE AbixaHue. lNeTb
Ha CbITbIM }enyaoK TpyaHo. Kpome Toro,
nocne o6unbHOM efbl HACTyNnaeT BSANOCTb,
a MHOraa U COHNMBOCTb. [o3TOMY NunLLy
cnenyet NpMHMMaTh 3a 2—3 Yaca o
BbICTYM/IEHUSA U B YMEPEHHOM KONIMYECTBE.

Oco6bIi Bpea rosiocy NpUHOCKUT
ynotpebneHue ankoronsa. OH obnagaer
06XXUralowmm 4ENCTBUEM Ha CITU3UCTYIO
060/104Ky ropfa, Bbi3blBaeT ee AnuMTeNbHoe
NoKpacHeHWe n 06UNbHOE BblaeneHune
cnm3un. fonocoBble CKNaaKU KpacHELoT,
OTEeKaloT M NOKPbIBALOTCA cnun3blo. Mocne
npvema ankorons HacTynaeT AnTenbHas
OXPUMNJIOCTb, KOTOPas Npu YacToM ero
ynoTpebneHnn NePEXoanT B MOCTOSHHYIO
XPUMOTY.

TaK e, KaK 1 ankoronb, BpeaeH ang
ronoca tabak n Taba4vHbin AbiM. OHU
pasapa<atoT CIM3UCTYI0 060104KY. Y
KYPW/IbLLIMKOB NOCTOSIHHOE pa3aparkeHune
JblXaTenbHbIX MyTEN NPUBOAUT K
XPOHUYECKUM BOCMNAIUTENbHbIM
npoLieccam.

YcnewHocTb 3aHATUIM 3aBUCUT OT
NpaBWIbHOW UX OpraHn3auunu, To ecTb
HEO6X0AMMO CO3/aTb PEXMM 3aHATUN,
yiuTbiBasg GU3N0Nornieckme oco6eHHOCTH
(BO3pacTHble, MHAMBUAYANbHbIE).

BbicTpas yToMnseMocTb CBOMCTBEHHA
Ha4YMHaloWMM aKkTepaMm. [No3aToMy pexum
3aHATUM C HUMMW JOMKEH CTPOUTLCS C
Y4E€TOM 3TON 0COBEHHOCTU. [TepBbie
MHANBWIOYaNbHbIE 3aHATUS HE AO/XKHbI
npesbiwatb 20 MUHYT ¢ HEGONbLINM
nepepbiBOM nocne 5—10 MUHYT NeHus.
Heponyctnmo, 4ToObl CTYAEHT YXOAMN
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C YpOKa ¢ ycTanbimM ronocom. Mo mepe
pa3BUTUS BbIHOC/IMBOCTU MHAMBUAYANbHbIE
3aHATUS yanuHsatoTea 4o 30—45 MUHyT

c 2-3 nepepbiBamMu Mo 2—3 MUHYTLI B
TeYeHUe 3TOro BPEMEHM.

O6ueMy yKpensieHu1to opraHuamMa
CNOCOOBCTBYIOT 3aHATUSA cnopToM. Ho
He BCe BU/bl CopTa pEKOMEHAYI0TCA
aKkTepam. ber, 60Kc, dytoon, TaxKenas
aT/ieTUKa aKTepam NpoTnBONoKasaHbl, TaK
KaK 39TW BMbl CNOPTa CONPOBOXKAAOTCS
O0/bLLOKW 3aTpaTon aHepPrun. AKkTepam
peKoMeHayoTCA nnaBaHue, rpebHoM crnopr,
TeHHMC. O4eHb NONe3Hbl Xy10XKEeCTBEHHas
rMMHacTMKa U pexToBaHue.

Hy»KHO Bcerga NOMHUTb, YTO
HenpepbIBHOE CTPEMJIEHUE aKTepa
[laeT eMy NpaBo COBEPLIEHCTBOBAHUSA
camoro cebs. Beab Kaxabln aktep
UMeeT CBOE UCIMOJIHUTENbCKOE Kpeao,

HO AN HaXOXKAEHWUS ero NPUXoanTCs
HeMaso 3KCNnepuMeHTUpoBaTb, Npexae
4yeM yOaeTcs HauTh CBOW BapuaHT
ONTUMaJIbHOro 3BYKa.

[To aTtomy nosoay Benvkum Lananux,
reHnanbHOCTb KOTOPOro He noaaaercs
nogpaxaHuto n TMpaxKMpoBaHuio, B
CBOEM MNocnegHeEM UHTEPBbLIO TOBOPUI:
«Y Ka)Xoro aktepa cBOe€ ropso, 1 OH cam
[IOJI}KEH HAWTK NOAXO[ K ero pa3BuTHio.
[opno Bcerga AOIKHO YyBCTBOBATb
cBoboay 1 yno6CTBO, a ec/in ropno ycTaer,
TO aKTep NoeT HenpaBuibHO. AKTep,
}enawmn JOCTUYb XOPOLLEro NeHus,
[IOJI}KEH BECTM CMOKOMHbIN 06Pa3 U3HMU,

CnMCOK NIuTepaTypbl:

YMEPEHHbIV BO BCEX OTHOLLEHUSAX. OH
[I0JI}KEH n3beratb U3NULWECTB, YBECENEHWN,
TabaKa. [JonKeH Kaxablv rog oTabixaTb y
MOpS, B ropax, Jie}a Ha CruHe cnywaTtb
LWyM npmnbos, cobupatb LBEThl, TO ECTb
[EeNCTBUTENbHO OTAbIXaTb» [4, ¢. 27].

HecpaBHeHHas Mapusa Kannac,
KoTopasi, Kak 1 LWansanuH, cnMBanach
C NepcoHa*kem BoeanHO U 3actaBnsana
nyo6/nKy cTpaaaTtb U pagoBaTbCs
BMECTE C HEN, roBopuna: «fd nobnio,
Korga nepeno MHOM BO3HWKaeT TPYAHO
npeononnMoe NpensaTtcTBue. A 4To MOXeT
OblTb 3aMaH4YnBEE, YEM O[10/1IETb TPYAHYIO
napTUIO U CNETb ee C MaKCUMasbHOM
JlerkocTtblo?». [lInanasoH ee ronoca
Obl/1 OKONO 3-X OKTaB W OHa MUCMOJIHAIa
naptum TypaHaoT unn HopMbl C TaKom XKe
JIEFKOCTbIO, KaK naptmn Buonetrbl nnu
Oxunnbabl. «<Mbl NPOCTO CNYrM UCKYCCTBa,
W 3TO Halwa rnaBHas uenb. Ecnn otgaellb
cebs1 aTOMY CNYXKEHMUIO, TO BCE OCTallbHOE
NPUXOAMT camo cO60M... [locne yaayHoro
CMNEKTaKJ/IS... HYKHO BEPHYTbLCH IOMOW,
BCMOMHWTb BCE, YTO Thl CAeNan U ckalaTb:
«Hy 4TO K, cerofHsi Tbl CyMen aToro
[06UTbCS, NocTapancs 3aBTpa caenaTtb 310
elwe nyyqwe» [4, c. 29].

3HaHue, aHepreTuKa, obasHue,
[IYXOBHOCTb, BOJIS, TPYA — BOT Ka4eCTBa,
HeobxoauMble aKTepy. A peryaspHo
cobnofas npaBuna U pexxmm rurneHsl
rosoca, aktep CTaHOBUTCS yBepeHHee B
cebe, AyMaeT TO/IbKO 0 TBOPYECTBE.

1. CraHucnaBckui K. Cobp. cou. T. 3. M., 1955.
2. Bonpocbl BoKanbHOM negarornku. Boin. 5. M., 2009.
3. MonynapHasa MeanMuMHCKan aHumknoneaus. Moa. pea. CkankuHa H. T. 1. M.,

2013.

4. MeHabeHun A. MeToanKa 06y4eHns conbHOMY neHuio. M., 2007.
5. CanapranueBa I. [lpama aKkTepnepiHe aH NaHiHEH aapic 6epyaiH
epekuwenikrepi. A., 2011.
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CULTURAL IDENTIFICATION: THE PROBLEM OF ART STUDIES

Abstract

A collective monograph reflects current issues of art studies in the area of cinema, theater, choreography,
visual arts musical and performing arts, pedagogics and the issues of phonic system of the Kazakh traditional
music as part of the cultural identity.In the chapter "Theater", scientists examine professional problems of
theater criticism, directing, scenography, musical theater and elocution, acting, calisthenics and dance. Art
critics highlighted the factors that cause interest in the ethnic history and traditional festivals like "Nauryz".
Currently, the analyzed issues are related to the growth of self-consciousness of the nation that aspires

to define its cultural identity in the modern cultural community. In their studies the Hungarian scientists

are appealing to the study of foreign languages as a key communication competence.The features of
architectural schools, composition and aesthetic principles, the semantics of the structure of space are also
central to the art of Hungary. The monograph is planned to be continued in the next volume of joint scientific
publications.

Keywords: problems of art, globalization, cultural identity, scientists from Kazakhstan and Hungary.

KYNIbTYPHASI UAEHTUDUKALIUA: UCKYCCTBOBEQYECKUE NMPOBJIEMbI

AGcTpakT

B KONneKTMBHOM MOHOrpadun oTparkeHbl CerogHsWHUe Npo6aeMbl UCKYCCTBOBEAEHUS B 061aCTU KMHO,
Teatpa, xopeorpadun, N306pa3nTENbHOrO UCKYCCTBA, My3blKalbHO-UCMOMHUTENBCKUX UCKYCCTB, NeJaroruku,
a TaKXe Bonpockl GOHUYECKOWM CUCTEMbI KA3aXCKON TPaANLMOHHOM MY3bIKM KaK YacTu Ky/bTyPHOM
naeHTndMKaumu. B pasgene "Teatp" yyeHble paccMmaTpuBaloT npodeccuoHanbHble NpobaeMbl TeaTpaibHON
KPUTUKM, PEXUCCYPbI, cueHorpadun, My3blKalbHOro Teatpa U CLLEHMYECKOW Peyn, akTEPCKOro MacTepcTBa,
NnacTvkK, TaHueB. MckyccTBoBeLaMM BblaeneHbl GaKTopbl, Bbi3blBatloWMe MHTEPEC K HaLMOHANbHOW,
3THUYECKOMN UCTOPUU, TPAAMLMOHHBIM NPa3gHMKaM, TakMM Kak Haypbl3. Ha gaHHbIM MOMEHT pedrekcus
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aHanuaunpyembix NpobaemM cBs3aHa C POCTOM CaMOCO3HaHWS HaLyK, CTPEMSILLEVCS ONPEeAenUTb KyNbTypHYIO
MAEHTUYHOCTb B COBPEMEHHOM MUPOBOM KYNLTYPHOM cOo06LLeCTBE. B CBOMX UCCNeAoBaHWSX BEHrEPCKMEe
y4yeHble 06paLlaloTCs K U3yHEHUI0 MHOCTPaHHbIX I3bIKOB KaK CBA3YOLLEMY 3BEHY KI0YEBON KOMMETEHLIMN.
OCOGEHHOCTU AaPXUTEKTYPHbIX WKOJ, KOMMNO3WULMK 1 3CTETUHECKME NMPUHLIMIBI, CEMAHTUKA CTPYKTYPbI
NPOCTPaAHCTBA TaKKe ABNSOTCS BaXKHbIMU N8 UCKyCCTBOBE0B BeHrpuu. MnaHupyeTcs NnpoaomKeHne
MoOHorpabuu B cneayioLiemM ToMe COBMECTHOIO Hay4HOrO U3AaHus.

KnioueBble cnoBa: npo61emMbl UCKYCCTBOBEAEHMS, rM0Gann3aLms, KynbTypHas naeHTMbuKaLms, y4ieHble
KaszaxctaHa v BeHrpuu.

M3/AEHU ANKbIHABUIbIK: ©HEPTAHY MOCENENEPI

AGcTpaKkT

¥XbIMAbIK MOHOrpadusaga KMHo, Teatp, xopeorpadus, 6enHeney eHepi peTiHaeri eHepTaHyablH OYriHri
©3€eKTi Macenenepi, My3blKablK-OpblHAAYLWbINbIK 6HEPAIH Nefarornkachl, Kasax A9CTYPAi My3blKacblHbIH,
dOHUA KyHeci XaHe T.6. Macenenepi MafleHn anKblHAayAbIH 6ip KypaMbl peTiHae KepiHic TanKkaH. «Teatp»
6eniMiHae FanbiMaap TeaTp CbiHbl, PEXUCCYPA, CLLeHorpadus, My3blKasbiK TeATP MEH caxHa Tifli, akTepnbIK,
webepnik, nnactuka, 6uiiH Kacibu MacenenepiH KapacTtblpFfaH. OHepTaHyLWblTapMeH YATTbIKKa, 3THOCTbIH,
TapuxblHa, 49CTYPAiI Menpam «Haypbi3fa» AereH Kbl3bIFYLblbIK GpaKTopnapbl 6enrineHreH. PepnekcusHbiH
Kasipri ageHreninae KapacTtblpbliblin OTbIPFaH Macenenep Kasipri 3amaHfbl oNeMiiKk MoAeHM KaybiMAaCTbIKTa
MOAEHU aKbIHAbIbIFbIH aHbIKTayFa YMTbIIATbIH YATTbIH ©3iHAiK CaHaCblHbIH, 6CYyiMEH 6anaHbICTbI
mMacenenep TangaHfaH. BeHrep fanbimaapbl 3epTTeynepiHae weTten TingepiH 3epTreyai 6anniaHbICTbiH HETI3ri
TeTiri peTiHaeri KomneTeHuusanap aen MaH 6epegi. Coynet MeKTENTEpPiHiH, KOMMO3ULMA MEH 3CTETUKANbIK
NPUHUMATEP, KEHICTIK KYPbIbIMbIHBIH, CEMaHTUKachl ia BeHrep eHepTaHyLWbIapbl YWiH Heri3ri 60nbin
Tabblnagbl. MoHorpadusiHbIH, *anfFacbl Keneci 6ipfecKeH FblibiIMy 6acbl/ibiMFa XobanaHfFaH.

Tipek ce3pep: oHepTaHy Macenenepi, *xahaHgaHy, MogeHU aiKblHAbIbIK, Ka3aKcTaH aHe BeHrpums
FanbiMaapbl.

Academy of Arts named after T. Zhurgenov.
The event that conducted in accordance
with the Strategic Plan of the Academy

is an important occurrence of scientists

in the European Research Area. It also
intensifies activities of publication abroad.
The theme of «Cultures: Society, Authority
and Subject in the Kazakh and Hungarian
Culture» (Kazakh and Hungarian culture in
a globalizing world) has already been set
for our scientists Hungarian counterpart
PhD Dr. Mihaly Freshli back in 2014.

The works of 34 authors are reflected
in the joint monograph. The attempts of
scientists to identify problems of cultural
identity are observed through the study
in two ways: first, reflect the creative
path of artistic groups through practice
activities, and the second, theoretical
understanding of art with examples of
knowledge in the creative process, and

On March 28 a presentation of a joint education technology. One of the appealing
monograph of Kazakh and Hungarian sides of the scientific cooperation is in
scientists “The problem of art Cultural an attempt to identify the characteristics
Identity» was held in the Kazakh National of this art direction in a broad spectrum

150

Central Asian Journal of Art Studies 2 (02) 2016



of the problem. The thirst of scientists

on both sides to speak on their areas of
activity in the text of the study previously
not submitted in the European space was
more than noticeable.

Friendly relations between two our
countries, Hungary and Kazakhstan, create
a microclimate for the development of art
and culture, help the mutual enrichment
of scientists and researchers in these
countries. This joint-collective monograph
by scientists of Kazakhstan and Hungary
is devoted to research «cultural identity»
issues in the art study field, the study
of cultural values and devoted to both
traditional and contemporary audio-visual
art. Our cooperation found its beginning
after the Hungarian colleagues PhD
Mihai Freshli (West-Hungarian University)
and PhD Zsolt Huszti (Peshskogo
University) visited T. Zhurgenov KazNAA
on 27 October, 2014.0n the basis of
the agreement on partnership between
KazNAA and Western Hungarian University
the «Oner» scientific-research center of
the Kazakh National Academy of Arts T.
Zhurgenov signed an additional agreement
for the implementation of joint research
project on the theme: «Culture: Society,
guidance and subject in the Kazakh and
Hungarian culture «(Kazakh and Hungarian
culture in a globalizing world) with the
participation of Kazakh and Hungarian
scientists who have researched this matter
deeply.

During this cooperation Kazakhstani
scientists also worked with the Slavic
Intercultural research group. On the basis
of the agreement between our universities
on October 29, 2014 T. Zhurgenov Kazakh
National Academy of Arts held a joint
scientific-practical online conference on
the theme: «Integration of the Hungarian
and Kazakh film and television in the
process of globalization» in accordance

with the modern trends in the development
of world art, which was dedicated to the
70th anniversary of UNESCO. More than
90 papers were presented in the Plenary
and break-out sections of the online
conference. Hungary’s Consul General in
Almaty Blaumann Ferenc and the Rector

of KazNAA Bibigul Nusipzhanova gave
welcoming speeches.

This collective monograph reflects
current issues in art studies researched
by Hungarian and Kazakhstani scholars.
For instance, «Methodological problems
of musical education and performingy,
«Pedagogical conditions of content
integration of the vocational education
variety/pop vocalists», «Special folk genre
music performing - «instrumental music»
which is the main spiritual foundation of
the Kazakh people. «Kazakh traditional
music’s phonic system as part of the
cultural identity.»

In the «theatre» section scholars
consider the professional problems from
the theatre criticism, directing, set design,
musical theatre and scenic speech, acting
skills, plastic art and dances’ point of view:
«Interaction of theatre cultures of the East
and the West,» The development of modern
Kazakh theatre in the context of the
development of Turkic stage performance
culture by the example of the international
theatre festival of Turkic peoples «Nauryz.»

The role of the festivals which
contribute to the consolidation of the
theatres towards the development of
cultural heritage and national languages
as well as director’s legacy of the first
Kazakh professional director-instructor,
playwright Askar Tokpanov who showed
the historical tradition and the life of the
people with ethnographic accuracy of
the costumes and teaching the actors to
freethinking, responsibility of the each
and every role, demanding authentic
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play on the stage. As well as teaching
particular aspects of human being and his
spiritual wealth. “Modern approaches in
scenography of Kazakh drama theatre and
its development through understanding of
cultural- philosophical texts of modernity”,
“The role of young scene-designers in

the Kazakh theater in searching of new
graphic and plastic forms”, “ Theatrical
and entertainment practices in the Kazakh
nomadic culture space, which has its own
peculiar sphere, based on stable cultural
traditions and represented in the period of
the revival of ethnic features”-These are
topics of researches made by scientists.

In the variety of theatrical forms, existing
today Kazakh Theater which is oriented on
philosophical understanding of life, trying
to appeal to the epic heritage of Kazakh
people. Scientists raise the question of the
role of musical theatres, which transmit
the world cultural heritage and the peoples
of multinational Kazakhstan.

Researchers give particular preference
to the choreography and folk dances. They
analyze structural characteristics and
common factors of dancing folklore, which
was the fundamental base of folk dances
development, also specifics of national
choreography, and methodical principles of
Kazakh dance teaching in higher education
institutions. Also scientists emphasize
merits of ballet-masters and performers
and their contribution to the development
of dance art, discuss the question where
this significant growth in professional
dance started from. In addition,
interpretation of international experience
in the Kazakh ballet is considered as
important aspect of the choreography.

Fine art expertshighlighted the factors
that cause the interest to national, ethnic
history. Today self-reflections mostly
connected with growth of nations’ self-
identity, trying to identify its positions in
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the modern cultural ccommunity. Types of
genres in which painters, graphic designer
and sculptor of monuments is quite
important factor in the study of art history.
Today, Kazakhstan seeks to the integration
into the global cultural space and makes
its own spiritual and scientific contribution
to the treasury of human culture. State
project “Cultural heritage” actualize the
necessity of state culture, recognize and
accept other pictures of the world and
meanings of life.In the concept of Cultural
Policy of Kazakhstan a modern museum
and its paradigm of development has a
constructive orientation as an essential
civilizational factor. Here is represented
experience of cultural heritage keeping in
museums of Kazakhstan and restoration.

Hungarian colleagues investigate the
study of foreign languages as links in the
role of key competence.According to them
the development of key competencies of
people imparting the knowledge, skills and
attitudesthrough understanding that social
integration, self-realization, employment
and lifelong learning contribute to the
process of learning and one of them is in
foreign language. In the understanding
of Bakhtin and Lotman, defined genre
specificity of Pushkin’s novel in verse,
as a new form of creation based on
contradictions. Thinking and modeling
in the frames of the hierarchy, impede
to the dynamism, which is necessary
for dialogueness and change it into
monologueness.

Researches of the Architecture of
Vladimir-Suzdal principality of XII-XIII
centuries had specific traditions for that
location in pre-Mongol era. Issues of
peculiarities of architectural schools,
compositions and aesthetic principles,
structure and places of Old Russian,
Byzantine church are also imperial for
fine art experts of Hungary. One more

Central Asian Journal of Art Studies 2 (02) 2016



innovation in scientific understanding
oriented on “using of gravity model in
Hungarian West Vosh culture”. This study
shows how to use gravity model to the
cultural life of the Hungarian Vas County.
And cultural significance is reflected

by analysis of the number of museums
and exhibitions in the county. Authors
pointed out that this model can be used
to determine mine of cultural cooperation
between cities.

Author’s data: Kabyl Khalykov — Vice-Rector for Research T. Zhurgenov
Kazakh National Academy of Art, Doctor of Philosophical sciences,
Professor.

e-mail: kabylkh@gmail.com

Mihaly Fresly— Dr. PhD, associate professor at the West-Hungarian
University

e-mail: freslim@mail.ru

AgTop Typasbl Majimer: XanbikoB Kabbln 3aman6ekyibl — T. JKyprenos
aThiHaFbl Ka3ak yaTThIK 6Hep aKaaeMHsIChIHbBIH FhITBIMH KYMBICTap
YKOHIHJIETT TPOPEKTOPbI, (PUIOCOPHUST FHIJILIMAAPBIHBIH JOKTOPbI, podeccop.
e-mail: kabylkh@gmail.com

Opeuin Muxanu— PhD nokropsl, baTeic BeHrep YHUBepCHTETIHIH NO1IEHTI
e-mail: freslim@mail.ru

Ceenenus 06 aBropax: XanbikoB Ka6on 3aman6ekoBUY — MPOPEKTOP 110
HayuHoH paboTe Kazaxckoil HauMoHabHON akageMuu uckycets um. T. K.
JKypreHoBa, 10KTOp (hrnocohcKX HayK, pocheccop.

e-mail: kabylkh@gmail.com

peuin Muxanu — nokrop PhD, accounpoBanHbiii npocpeccop 3anauHo-
Benrepckoro YHuBepcurera.

e-mail: freslim@mail.ru

153



ANNIVERSARY
OF THE
DEPARTMENT

UDC 784

SVETLANA SHKLYAEVA
(Almaty, Kazakhstan)

20th ANNIVERSARY OF THE DEPARTMENT
"HISTORY AND THEORY OF FINE ARTS" ATT. ZHURGENOV KAZAKH NATIONAL ACADEMY OF ARTS

Abstract

This article highlights some of the aspects of the formation and establishment of the Department of

History and Theory of Fine Arts at T. Zhurgenov KazNAA (Almaty), presents the directions of its activities and
particularly teaching disciplines for "Art history" specialty and specialization "Ethnic art." The author mentions
the development of special education programs and textbooks on the art of Kazakhstan, which have no
analogues and used in undergraduate education. Particular attention is given to the forms of art training

in a new three-level education system (Bachelor - Master - PhD), which allows to train professionals under
the Bologna Declaration. It is shown that the latest published studies of the country's leading scientists in
various fields of humanities are applied in classes of history and theory of fine arts of Kazakhstan. The article
discusses the possibility of the faculty teachers and students to communicate with the Almaty museums,
galleries, artists, as well as with famous foreign art critics and artists, invited by the Academy to give lectures
and master classes. The article identifies the importance of relevant academic knowledge and mastering new
technologies of art language by students for the development of art specialists.

Keywords: T. Zhurgenov KazNAA; educational programs; ethnic art; institutional events; Bologna Declaration.

T.K. JXYPTEHOB ATbIHAAFbI KA3AK ¥NTTblK OHEP AKAREMUSICbI <EEWHEJIEY OHEPIHIH TAPUXbI
MEH TEOPUSAICbI» KAOEAPACbBIHA 20 XblJ1

AGcTpaKr

Makanaga, T.XKypreHos aTbiHAaFbl Ka3¥OA «benHeney eHepiHiH Tapuxbl MEH TEOPUSACHI» KadeapachiHbIH,
KYPbINY XoHe KanblnTacyblHAaFbl KENOip Macenenep, OHbIH KbI3METTIK 6afFbiThl XKaHE «oHepTaHy»
MaMaHAbIFbIHbIH, «3THOBHEPTaHY» MaMaHaHyblHa apHanfFaH NaHAepAiH, epeKLueniri KapacToipbinagbsl. ABTOP,
OKbITYLWWbII@apPMeEH Xa3blnfaH 6akanaBpuaTTbl AavblH4ayaaFbl 6inim 6epy ypaiciHae KonaaHblaTbiH oHe
TeHAeci oK Ka3aKcTaH eHepi 60MblHLI@ apHalbl OKy 6araapiamanapbl MEH OKyNblKTapabl atan eTea,.
BonoH aeknapaumsicbl WapTTapbl 60MbIHIWLIA MaMaHaap AanbliHaayFa MYMKIHAIK 6EPETiH XaHa yw AeHrenni
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(6akanaspuat-marucTpatypa-goktopaHtypa PhD) 6inim 6epy »yneciHaeri eHepTaHyLbliapabl ganbiHaay
dopmacbiHa epeKlie MaH 6epinesi. 'yMaHUTap/blK FblibIM canacbiHAafFbl €1iMi3aiH Y34iK FanbiMAapblHbIH,
aHa TaHaay bl 3epTTeynepi, KaszakcTaHHbIH 6enHeney eHepi Tapuxbl MEH TEOPUACHI NaHAepPi 6OMbIHLLA
Japictepae KongaHblnagbl. Makanaga, KadbeapaHblH, OKbITyWbliapbl MeH 6iniM anylubliapbiHbIH AIMaTbIbIK
Mypakal, ranepesnap, CypeTLwinep, COHbIMEH KaTap, akafeMUSHbIH, WaKblPTYbIMEH 49PiC OKYFa XKaHe
MacTep-Knacc eTKi3yre KereH TaHbiMan WeT eNjiKk eHepTaHyllbinap XoHe CypeTLlinepmMeH KapbiM-KaTbiHac
MYMKIiHWIiNiKTepi anTblnaabl. CTyaeHTTEPAIH eHepTaHyLbl-MamaH 60/1bin KanbliNTacyblHAAFbl aKaJAeMUSANbIK
6iniM MeH eHepaiH TiNiHAETI aHa TeXHONorManapabl MeHrepyaeri ©3eKTifliKk MaHi anKblHaanaabl.

Tipek ce3pep: T.)KypreHoB aTbiHAafrbl Ka3YOA, 6inim 6epy 6araapnamanapbl, STHOOHEPTaHY,

WHCTUTYTMLMOHANAbI yakura, BonoH Jexknapaumacsl.

20 JIET KA®EAPE <UCTOPUA U TEOPUA U3OBPA3UTE/IbHOI0 UCKYCCTBA» KASHAU UM. T. K.

JKYPrEHOBA

AGcTpakr

B cTaTbe ocBeLLalnTCs HEKOTOpble BONPOCHI GOPMUPOBAHUS U CTaHOBAEHUS Kadeapbl UCTOPUU U TEOPUN
n3o6pasunTtenbHoro uckycctea KazaHAM nm. T. K. }ypreHoBa (Anmatbl), 0OTMeYatloTCs HanpaBieHHOCTb

ee 4eAaTeNlbHOCTU U 0COBEHHOCTHU NpenofaBaHns AUCLMNANH ANS CNeunanbHOCTU «MCKYCCTBOBEAEHUE 1
cneumanmsaunm «3THOMCKYCCTBOBeAEHME». ABTOP YNOMUHAET pa3paboTKy npenogaBatefiaMu cneumanbHbiX
y4eBHbIX MPOrpaMm 1 y4ebHUKOB NO UCKycCTBY KadaxcTaHa, He MMEIOLLMX aHanoroB 1 UCNoNb3yeMblxX

B o6pas3oBaTenbHOM npoLecce 6akanaspuata. Ocoboe BHMMaHWe yaensetca ¢opmMam NoAroTOBKM
MCKYCCTBOBEAOB B YC/I0BMUAX HOBOW CUCTEMbI TPEXYPOBHEBOIO 06pa3oBaHma (bakanaspuar — maructpartypa
— AOKTOpaHTypa PhD), no3sonsiouien BbinycKkaTb CrneLnannuctos no ycnosmam BosoHCKoN geknapauuu.
lMoKas3aHo, 4TO HOBENLLME U3[aHHbIE UCCNELOBAHMNS BEAYLLMX YYEHbIX CTPaHbl B pa3Hbix 06nacTsax
rYMaHUTapHbIX HayK MPUMEHSIOTCS Ha 3aHATUSX MO AUCLMNANHAM UCTOPUKN U TEOPUU N306Pa3UTENBHOIO
ncKycctBa KazaxctaHa. B ctatbe paccmMoTpeHbl BO3MOXHOCTM NpenogaBatenen kabeapbl M o6yvatowmxcs
06LWWaTbCs C aIMaTUHCKUMKU MY3€ESIMU, ranepesiMu, XyLOXHUKaMK, a TaKKe C 3BECTHbIMU 3apyberKHbIMU
WCKYCCTBOBEAAMM U XYAOXKHUKAMU, MPUINallaeMbiMU aKageMnen ans YTEHUS NEKUUA M NpoBeaeHUs macTep-
KnaccoB. B nccnegoBaHuun onpeaensieTcs aktyaabHoe 3HaYeHWe YCBOEHUS akafeMUYECKUX 3HaHUI U
HOBEWNLLMX TEXHONOMMIM A3blKa MCKYCCTBA CTYAEHTaMM A1 CTaHOBMEHUS cneuuanncTa-McKyccTesoBesa.
Kniouesbie cnoBa: KasHAU um. T. K. XKypreHoBa, o6pa3oBaTesibHble NPorpaMmbl, STHOMCKYCCTBOBEAEHME,

WHCTUTYLMOHabHble COObITUS, BONOHCKasa aeknapaums.

Referring to the chronicles of the
creation of the "History and Theory of Fine
Arts» department, first of all we would
like to note that in 1991, after a series of
reforms of higher education institutions
of art in Almaty, Kazakh State Academy of
Arts was established. Two faculties of the
Academy - «ZhiS» (Painting and Sculpture)
and «DiD» (Design and Decorative-Applied
Arts) - trained the future artists in various
specialties like painting (easel and
monumental), sculpture, design and crafts
(ceramics, weaving, art processing of metal
and wood).

Department of History and Theory of
Fine Arts was established in the academy
later, in 1995, for the first time in the
history of art education in Kazakhstan
at the initiative of Vice-Rector in Science

of the Academy K.K. Murataev, PhD in
History of Art, and the full support of
the Chancellor of the Academy U.Sh.
Ibragimov, candidate of historical sciences.
New cultural-historical epoch of a newly
independent Republic dictated its own
terms - the State needed professionals not
only with the knowledge of the history and
theory of world art, but those who also was
aware of the features of «soil» art with its
unique path of development from ancient
times.

Remembering the events of that year,
we note that A.S. Galimzhanova, head
of the new department, started to take
entrance examinations in summer of the
exact year. The Department became part
of the Faculty of Painting and Sculpture.
The first teaching staff of the department

155



is well remembered: U.Sh. Ibragimoy,

K.K. Murataey, A.S. Galimzhanova,

S.A. Shklyaeva, S.R. Nesypbaeva, K.K.
Bolatbaev, S.N. Maslov. At various

times, the work with the students of the
department was held by well-known
experts: art historians - R.A. Ergalieva,

B.K. Barmankulova, N.N. Ezhenova, A.M.
Asylbekova, A.K. Yusupova, L.E. Tulbasieva,
U.M. Abdigaparova, S.A. Bekkulova, M.M.
Kopeliovich, V.A. Filatov, etc .; philosophers
- Zh.H. Baymukhamedov, B.K. Bayzhigitov;
Archaeologists - K.M. Baipakov, T.V.
Saveliev.

The existence of the issuing department
was complicated by the fact that there
weren’t any special designed programs
or manuals and textbooks for the study
of basic and specialty majors. In this
transition period in the development not
only of the department or the Academy of
Art, but also of the entire country, faculty
staff relied on the long experience of
the Department of Theory and History
of Fine Arts of St. Petersburg State
Academic Institute of Painting, Sculpture
and Architecture named after I.E. Repin
(Russian Academy of Arts).

A great help in the work of the
department was a win of the grant funding
from initiative project of the Department
of Competition of the Soros Center for
Contemporary Art Almaty (SCCA, director V.
Ibraeva) in 1998. A large TV screen, a rare
and expensive at the time computer, color
printer, digital camera and a wonderful
camcorder was acquired by the Project for
our students. Grant support has helped
the department teachers conduct classes
more completely, to learn the computer,
and for students to make films about the
work of Almaty artists. Original archival
rarity of the department can be called
VHS taped interview by Baymenova J.
(2000) with a remarkable sculptor T.S.

156

Dosmagambetov, who died in his early
years.

In 2000, the Kazakh State Academy of
Art joined with the Kazakh State Institute
of Theatre and Cinema named after T.K.
Zhurgenov.

Over time, priority areas of teaching
and educational disciplines have been
designated in the department, which has
consistently developed special programs
often with no analogues. For example,
deeper study of architecture, history, fine
and applied arts of Kazakhstan. These
programs can be attributed to many others,
for example, disciplines as "the gallery
business», <Examination of works of art»,
“Folk art of the world”, the elective course
“Folk jewelcrafting of the world» section of
Kazakhstan costume stories on the subject
«History of Costume» and etc.

By 2003, the number of academic
disciplines of the department has
accumulated a lecture and illustrative
material, which served as the basis
for writing a textbook called "History
of Kazakhstan Art», released in 2006
for students of T.K. Zhurgenov KazNAA
and other art universities of the country
[1]. In the book the main stages of the
development of architecture, ancient art
of petroglyphs, sculpture, applied arts,
ornaments, costume and visual arts were
overviewed in the chronological order.

In 2011, the program «The publication
of socially important kinds of literature»
published a three-volume edition
of "History of Kazakh art», in which
the content of the previous textbook
was supplemented with new facts of
archaeological, ethnographic and artistic
studies [2-4].

Important periods of the formation of
the department have been associated
with the introduction of new forms of
training - graduate (2000) and doctoral
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PhD (2009). It created an opportunity

to develop the specialty of “Art History”

in a three-tier higher and postgraduate
professional education system (Bachelor -
Master - Doctorate PhD). In the same year
of 2009 department opened «Ethno-Art
History» specialisation for undergraduates.
Students who study in their native
language focused on the problems of the
Kazakh (pre-national, ethnic or national)
art, which has its own distinctive way of
development. Art Historical interpretation
of works of art, including contemporary art,
is associated with knowledge of the history
of art in Kazakhstan, the Kazakh traditional
culture and modern research in archeology,
history, philosophy, literary criticism, as
well as the development trends of the
theatre, cinema and etc.

The state program «Cultural Heritage»,
implemented in Kazakhstan on the
initiative of the country’s president since
2004, N.A. Nazarbayev allowed to perform
many research projects and publish the
results of researches by leading scientists
of the country, fruitfully influenced the
process of art history education [5]. You
can use as an example the research on
the archeology of Kazakhstan, a booming
science, enriching the country’s history
with findings of global significance (Berel,
medieval cities of Kazakhstan, etc.).

The famous archaeologist, academician
K.M. Baipakov introduced into scientific
circulation concepts such as «prairie
culture and civilization.» Extremely
important researches of K.S. Nurlanova,
G.K. Shalabayeva, N.G. Aiupov, B.D.
Kokumbaev and many other Kazakhstan
philosophers studying the mentality of the
people, their spirituality. Issued works of
S. Kondybay, O. Zhanaydarov and other
scientists of Turkic and Kazakh mythology,
E.S. Omarov’s justification of new scientific
direction - «Kazakh civilisation».

Methodology and practice of teaching
art history courses for specialisation
«ethno-art history» differs a bit, but the
teachers always keep connections with
the Aimaty museums, galleries, and
artists. Lectures are usually held in the
interactive form. Practical classes that
introduce students to the future of art
profession, largely determined in such
courses as «Basics of criticism», «gallery
business», «Description and analysis of
works of art», as well as working on the
course work. The disciplines let students
acquire sKills in explorative and theoretical
research, curatorial project activities and
art criticism. The study of interpretative
techniques of complex analysis helps
students in their first art historian studies
to understand the actual interaction of
traditions and innovations. Academic
mobility is extremely important for the
future quality of education of Kazakh
art historians, who could be able to get
acquainted with the methods of teaching,
famous art historians and collections of
fine art in different European countries.
This position of the Bologna Declaration,
signed by Kazakhstan in 2010 in
Bucharest, seems most appealing in its
implementation, but examples of academic
mobility of students of the department
is scarce: Aida Adilbekova studied at the
University of Edinburgh (UK) in the third
semester (2013), Bekes Tolganai and
Eltal Balerke in the first semester (2015)
studied in KazNUI (Astana, Kazakhstan).

The annual student conferences and
competitions actualise independent
scientific research, developing the
analytical skills of the future art
historians. It is also important that the
graduates of the department speak
both Kazakh and Russian languages,
trying to study English more deeply.

Our art-specialists are in demand, they
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are successfully working in different
organizations: the National Academy of
Sciences of Kazakhstan (R. Kargabekova,
Kendzhagulova A., A. Espenova), Aimaty
museums, Astana and other cities of the
country (J. Amirov, G. Zhubaniyazova, S.
Mamytova, Myrzabekova S., A. Dauitova,
S. Galimzhanov and many others),
institutes, including KazNAI named

after T.K. Zhurgenov (G.B. Kossanov,

L.A. Kenjebayeva, A.O. Zhanbyrshieva,
Karabalaeva B.R.), College of Arts (G.
Zharmysheva, Bozheeva A. and others),
The city hall (A. Bazhenova), television
(Kaliev M. and others), a modeling agency
(J. Kulbaeva), schools, etc.

One of the innovative practices in the
educational process of the Academy can
be considered regularly lectures conducted
by renowned art critics and workshops by
artists of the near and far abroad (Russia,
Uzbekistan, Azerbaijan, Ukraine, USA,
Germany, Japan, etc.), for many years
that becomes a school of higher skills
and affects many aspects of academic
education. In their turn, the professors
and teachers of the department: A.S.
Galimzhanova (PhD in Art History St.), G.K.
Shalabayeva (PhD in Art History St.), S.A.
Shklyaeva (PhDArt History St.), O.V. Baturin
(PhD in Art History St.), K.S. Orazkulova
(PhD Pnhil. Sc.), H.H. Truspekova (PhD in
Art History St.), D.S. Sharipova (PhD in

CnMCOK uTepartypbl:

Art History St.), S.J. Kobzhanova (PhD in
Art History St.) and others are involved in
international scientific conferences and
other occasions related to the institutional
events. Scientific researches of the
department staff are implemented to the
current educational process.

The rector of the Academy, Professor
B.N. Nusipzhanova constantly pays
great attention to pressing problems
of the department. With her help a
lot of important events are prepared:
foreign internships, mobility in training
undergraduate, graduate and doctoral
students, raising the level of qualification
of teachers holding a jubilee conference
and etc.

In the classrooms of our department
a special daily art practice sessions are
created. It is considered that the actual
problem of art history education in KazNAlI
named after T.K. Zhurgenov is in necessity
of finding the equilibrium combination of
proven academic excellence and cutting-
edge technology of the art language.

There is still a few years of incremental
changes in the national system of higher
education and, therefore, in the work of
the department - by 2020 Kazakhstan
is committed to ensure the execution of
the values of the Declaration of European
education.
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